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THE FRONT PORCH 


А qii tar tos are otten tig 
questions from readers that have lile or 
nothing to do directly with the contents of this 
magazine. Can yon help me identify this anony- 
mous parlor guitar? Who painted this pleure of 
the Rolling Stones? Would you please recom- 
mend а capo for my Guild D-40? 1 was hitch 
hiking in southwestern Colorado in June 1968 
and the guy who picked me up outside Telluride 
sang me a great original about banana muffins, 
bur 1 can't remember the last verse. Would you 
mind helping me track him down? 

OK, we've never been asked that last one, 
but you take my point. Curiosity rules. And 
since Day One, Acoustic Guitar has always made 
plenty of space to publish and answer questions 
that address the needs and interests of most, if 
not all, readers. Take our long-running “Dear 
AG" department: When you couldn't just drop 
into Gruhn Guitars or Gryphon Stringed Ins. 
ments, George Gruhn and Richard Johnston 
fielded your questions. When you needed guid 
ance on guitar maintenance and repair, Rick 
Turner and William R. Cumpiano were ready to 
help, while Michael Simmons and Michael 
Weight gave generously of their knowledge of 
guiar history and lore. When it came to musical 
matters, you got ће lowdown from Sharon 
Isbin, Teja Gerken, Paul Kotapish, Steve James, 
Dale Miller Dylan Schorer, Gary Lee Joyner, and 
Jeffrey Pepper Rodgers, 

In recent years, we've been very fortunate to 
have two congenial, articulate expers on all- 
‘things guitar contributing regular columns. As our 
"Guitar Guru” for two-plus years, luthier Dana 
Bourgeois of Bourgeois Guitars answered your 
queries on everything from scale length, torrefac- 
tion, and blind testing to rosewood, French polish, 


and the difference berween handmade and hand 
crafted. More recently, guitarist and repairer 
Mamie Minch of Brooklyn Lutherie presided over 
“Ask the Expert proffering sensible advice on 
shopping for used instruments, neck resets, guitar 
buzzes, and much more (For your convenience 
were reprising one of these evergreen columns 
biweekly at AcousticGuitaccom.) 

In this issue, we're pleased to introduce 
our new expert, multi-instrumentalist and 
luthier Martin Keith, who addresses the 
nuances of choosing string gauges for old 
Martin guitars. Keith worked alongside guitar 
designer and builder Joe Villette for 15 years 
and has been building under his own name 
since 2004. He also operates the Beacon Banjo 
Company, producing and marketing the tuners 
invented by his іше father, banjo legend Bill 
Keith. Please send him your questions care of 
Editors AGG Stringletercom. 

And while we're on the subject of questions 
and answers, 1 want to thank the more than 
2,000 Acoustic Guitar readers who took the time 
та advise us on which songs 10 publish in future 
issues by answering a series of online surveys in 
April and May Not surprisingly, you requested 
nearly 2,000 different songs! We winnowed 
down the original tist, based on the frequency of 
mentions, to а more manageable 122 and then 
asked again for your preferences. Well be 
working through that lia foc a few years, thinkt 
If you're curious, please visit acousticguitar 
com/songs-to-play 

Please keep those questions coming and let 
me know what else is on your mind. 


David A. Lusterman, Editor 
David tusterman@ Stringlettercam 
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social media-who make Acoustic Guitar possible. With special thanks to our staff and contributors, our advertisers, and our sustaining subscribers (who pay 
ıa premium price to support our work and community). 
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FEEDBACK 


WHATS INA NAME? 
Loved your July/August editors letter on the 
“Peter Miller Principle.” My story is similar. 
Lom an unheralded, happily aging picker living 
їп а northern tourist town in Ontario, and a 
veteran of the bar scene here and there, ete. 
1 recently posted my musie on SoundCloud, 
trying to catch up with the times, only to 
discover 1 was 14th on the list of Tommy 
Jensens, most of whom were Norwegian 
Tappers or Danish polka kings! oy, hard to 
stand ош in this crowd! 

Tommy B. Jensen (not chase other guy), via email 


There are several folks on the web who share my 
name. Lam gutaris-singer Brian Kelly from Cape 
(Cod, on the web at briankellymusie.net. There is 
а Florida piaist/composer with my name at 
briankcllymusic com, which causes some confi- 
sion. And lastly the Notre Dame football coach is 
named Brian Kelly, but fortunately he does not 
play guitar! Keep on smiling anû picking 

—Erian Kally, Cape Cod Massachusetts 


HIDDEN GEMS 
agree that lesser-known artists often have a 
great deal to offer and 1 also seek them ош. 
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hope AG will continue to publish songs that are 
not in the mainstream. I have always enjoyed 
the lesser-known works or hidden gems as well 
as the more well-known classics. Excellent 
fingerstyle songs like “Toulouse Street by the 
Doobie Brothers come to mind, or some of the 
solo work of Lindsey Buckingham. Please keep 
adding this type of material as it is one of the 
reasons Lam a long-term subscriber. 

— Chris Carlson, Veron Hills, IL 


LEARNING MOMENTS 
Just a note on the powerful synergy between 
Two articles in the July/August issue. Fred 
Sokolow's how-to pentatonic piece was an 
inflection point for me, especially in combina- 
tion with the Guitar Jam Tracks app mentioned 
in the online learning tools article. At long last 
pentatonic blues soloing in any key is coming 
into focus. Sokolow's insight became clear 
when 1 dialed up a major key on Guitar Jam 
Tracks and simply played the minor pentatonic 
three frets down (relative minor) Eureka! Ive 
studied pentatonic boxes for some time, but the 
combination of the two articles and app has 
Jumpstarted my full fretboard comprehension 
and technique. Thanks! 

Gary Harrington, via email 


1 was disappointed that there was no 
mention of Active Melody in the July/August 
article about online instruction. The website, 
activemelods:com, includes both acoustic and 
‘electric guitar lessons as well as courses for. 
‘beginners and short lessons on guitar tech 
niques. Each lesson includes access to videos 
and tab, and you can control the speed. 

— Scorr, via email 


LITTLE VICTORIES 
Picking up the guitar at 47 for the first time, 1 
didn't really understand what Га let myself in 
for. This can be an exquisitely frustrating 
pastime; more than once 1 have found myself 
wanting to go ай Pete Townshend. This is what 
Ihave learned: Be patient with yourself; time 
and practice will lead to little victories. Let 
those moments sustain you through the more 
arid times where nothing seems to be going 
Tight. There will be moments of insight and 
leaps forward ou just have to work for them. 
Lam content hacking away in the relative 
privacy of my home; I don't need to play a gig 
to feel a level of contentment. 1 do this for me 
and not to please anybody else. 1 will get better. 

Don Brow, Essex, UK 
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Bluegrass and Beyond 


BY BLAIR JACKSON 


wid Grier is the el 


D sic guitarist's 
!suarit not terribly well-known by the 
general public despite a long, stellar career 
‘working with just about everyone who's anyone 
in the Bluegrass and Nashville country music 
communities over the past four-plus decades, 
bur uniformly admired by fellow guitarists for 
his amazing skill and versatility Both a virtuoso 
and a brilliant and inventive accompanist, he 
can play just about any style. He's рш out a 
number of solo albums (mostly on his own 
Dreadnought Recordings label) and also been 
рап of several diferent groups, including the 
groundbreaking Psychograss, the Big Dogs, and 
more recently, the acclaimed Helen Highwater 
Suingband, a bluegrass quarter 

"Two other members of the HHS appear on 
Griers excellent latest release, Ways of the 
World: fiddler Shad Cobb and mandolinis Mike 
Compton both help out on vocals, joining an 


impressive list of young and veteran players 
that includes mandolinst Casey Campbell 
fiddler Stuart Duncan, bassist Dennis Crouch, 
drummer John Gardner, guitarist Bryan Sutton 
(playing electric) singers Tim O'Brien, Маша 
O'Connell, and Andrea Zonn, and several other 
musicians, ай top fight. Тһе shocker—if that's 
the right word- is that for che first time on any 
of his albums, Grier handles the lead vocals on 
ıa number of tracks—and quite ably at that! Is 
ıa marvelously eclectic affair dominated by Grier 
originals that sound Ше timeworn classics 
There are bluegrass turas, some jaz2-infuenced 
numbers, and a pair of rad fiddle tunes given 
new Ше. Needless to say, there's a ton of serious 
flarpicking on the album. 

1 caught up with Grier by phone from his 
Nashville home. We chatted about the album, 
his favorite guitars, and about growing up in. 
the bluegrass world as the son of a bluegrass 


banjo star, Lamar Grier, an alumnus of Bil 
Monroe's Bluegrass Boys. Full disclosure: 1 have 
a soft spot for anyone who pronounces the 
word “gittar! 


1 guess some of your fans will be surprised 
to hear you sing so much on the album. What 
made you go in that direction? 

Ive been playing forever, but never really 
sang. Oh, 1 did a little around the house but 
not much else; a bit here and there once a 
year or so. A number of years ago, 1 put 
together а band called the Helen Highwater 
Stringband and they needed a third voice, so 
they looked at me and said, "You're itl” “Bur 1 
don't sing!” "Well, you do now!” And they 
were encouraging and helpful and gave me 
Іше pointers: “That's good, but what about 
this note?” “Yeah, that's better, let do that 1 
discovered that you don't have to be the abso- 
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GUITAR TALK. 


lute best in the world. You listen to a record 
and you think, “ПІ never be able to do that! 
And you're right. But you can still do all right. 


How much of what we hear on the album is 
veia 

"The Curmudgeon's бай” is totally live, third 
take, all he way through, BAM! On "Ways of the 
‘World Stuart overdubbed. There are a few ner 
dubs here and there, but its a lot of everyone 
Playing at the same time, ша. On “Crossing Salt 
Creek" thats me playing both guitars, of course. 


Did you think of the two guitars as different 
voices? 

It's more like me handed off. They're two 
completely different guitars. One's my 1947 
1-28, and one is an old Kay linle-body parlor 
guitar; a cheap guitar. On the Martin, 1 had 
а capo on the second fret and played ош of a 
G position to get to the A chord, and the Kay 
was no eapo jt playing cut the A ehord. So 
those two things made it differen. 1 didn't 
want to make it sound like I was handing i off 
tw the same old guitar, so they have completely 
different voices, different timbre. 


Did you primarily use the D-28 on the album? 
Yep, that was the main one. 


Then its interesting you have that remark 
inthe liner notes "Thanks to all the great 
luthiers making guitars nowadays’ ~since it 
doesn't seem ike you used any guitars that 
эге being made nowadays. 

Well, 1 own many “The Curmudgeon’ Gait" is 
the only song I didnt use the D-28 on. [used a 
1989 Santa Cruz on that one. 


| would guess you're one of those players 
luthiers would want to give guitars to, or at 
feast try them out 

Some have, and most of them are really good. 
‘Alot of nice guitars ош there. The latest one | 
received is from a guitar company called 
Pre-War Guitars. They're really good; it sounds 
great. I also own a guitar by a luthier in Bell- 
Ingham, Washington, named Dake Traphagen, 
and that's a really fine guitar too. 


Your first guitar was 55 Martin you got from 
your dad. 

Thats right, it was D-18, although didt "get" 
it from him—ie was his, and 1 just played it 
when he'd allow me to. [Laughs] Before that, 
Та had a little cheap guitar my dad got in 
Mexico. And actually, he bought it for his 
brother, bur his brother didn't want it, so my 
dad said, "Then give it back; ПІ give it to 
Davîd.” He did, and 1 played that for a while, 


Was that a nylon-string? 
Yes. 1 was allowed to play Dad's guitar every 
now and then, when he was playing it. "Can | 
play alittle bit?" "yeah, go ahead." 1 said, "When 
‘can play this all the time?” He says, "When you 
can walk down the hall without banging your 
guitar on the wall" [Laughs] So thats when 1 
started to pay more attention to the guitar being 
а serious thing that should be taken care of 
Through the years I got better and better and 
eventually he let me play his guitar ай the time; 
"Bat was cool. That guitar was amazing. 

Dad was good friends with Clatence and 
Roland White [of Kentucky Colones fame] and 
they would come to the house and have jam. 
sessions when they came to the East Coast. 1 
met Clarence again in the early 70s when he 
played this festival in Indian Springs, Maryland. 
T played his guitar and really liked it and he 
said, “Well, Lamat”—my daddy—" think David 
needs this guitar" I's a Mark Whitebook, a 
custom maker; rell really good. James Taylor 


‘I've been playing forever 
but never really sang: 
олио GRIER 


has one; all these people. Clarence offered to 
buy me one, but my dad said, “И you recom- 
mend it that highly, well just get one,” and Dad 
paid for it himself. 


Your dad was a banjo player. Did being 
around that instrument so much inform your 
guitar style at ali? 

Oh yes, Tm certain it did because there are a lot 
οἳ rolls in my playing, like banjo rolls in my 
cross-picking. So, Pm sure some of that comes 
fom there. 


Did you have any hesitation about getting 
into the bluegrass world? 
No, it was normal, 


Because you were born into itin a sense? 
That's right. 12% just like if your dad is a 
mechanic, you grow up knowing the names of 
tools and what they're used for: So it was natural 
for me. 1 was running around backstage at the 
Grand Old Opry in the 1606 when my father 
played with Bill Monroe. A lot of people see 
Somebody onstage and think, "Oh, man, they're 
special. [could never do that.” And 1 would look. 
wp onstage and think, “Oh, there's my dad's 
fiend,” or, "There's dad!” 1 remember going to 
school in first grade and asking kids, “So what 
does your daddy play?" [Laughs] 


As you got to be a better and more assured 
player, did you ever feel the bluegrass world 
was somewhat limiting for the guitar player? 
No, 1 figured if it was, it was the guitar play- 
ers fault. You can do anything. Is just a 
matter of taste, really Can you make И ft? Are 
you forcing it? 


ма, of course, you went on to embrace. 
“progressive” bluegrass, or whatever you 
want to cal it, which used bluegrass as a 
jumping-off point for various interesting 
musical directions. The David Grisman wing, 
for example. 

Well, some folks have done that, 1 don't see 
myself as that 


Notas much as, say, Tony Rice. 
No. Tony went completely in that direction. He's 
the benchmark for that thing, no question. The 
older I get the more traditional everything 1 do 
sounds to me. There's some jazz stuf on the new 
CD—*Farewell to Redboots” has some trumpet 
әзі [Rod MeGaha]. The last guitar solo on there 
is amazing. Usually Г just play the first pare 
the melody and the chorus around the house. 1 
never soloed on iunt got to the studio, and it 
Just came ош. When 1 listened back it has a litle 
Wes Montgomery thing in there; there are some 
electric guitar bends. 


Youve played in so many different settings 
and in combinations. Do you think each of 


what you do in with what they do? 
Honestly you lear from everyone. Everybody 
has their own way of doing things, and irs 
often different fram the way 1 do things, so 1 
get to see different ways of making things 
happen in a song or in the group, and then | 
can apply that to some of my ways of doing. 
things. Thats the beauty of being in a band. 


ме you stil discovering new things in your 
playing? 

Sure, Absolutely. Maybe a little more slowly 
than before. 1 did a sesion wo days ago and did 
stuff Td never done before, so Tm stil learning. 


What's the last cool thing you leamed on the 
guitar? 

learned а new lick the other day; just stum- 
bled across it. I worked on it a bit so 1 
wouldnt forget it. 1 don't have any idea how 
ТЇ use it, bur its always fun when something 
ike that comes alan. 


See a full vanscripton of David Grier’ solo guitar 
piece "Sometime Next Summer” on page 70. 
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An exclusive lesson with legendary songwriter 
and fingerstyle guitar master Bruce Cockburn 


BY JEFFREY PEPPER RODGERS 


Оо -- 


folk, country blues, and gospel to edgy rock and exploratory jazz 


all in the service of his songwriting muse. What's even more remarkable Б 
that hes done all this not just as a bandleader but also as а solo acoustic 
performer In Cockburss hands, the guitar becomes a true band in a box, 
delivering powerful grooves, rifs, melodies, harmonized lines, and impro- 
vised solos in real time. 

And at 74, Cockburn is certainly not done exploring the instrument, as Б 
obvious from a spin of Crowing Ignites, his 34th album and first-ever collec 
tion af ll new instrumentals (2005's Speechless compiled previously released 
instrumentals alor tes isa. 


with a few new tracks). The tile Crowing lg 


rough translation of Accendit Cantu,” which adorns the old Cockburn family 


чел. As does so much of his musie, the album ranges across folk, blues, jazz, 
and shades in between, with virtuosic playing primarily on six-string, 
‘string, and baritone acoustics. 

бешп a handle on Cockburn's multilayered guitar style isn't easy even. 
for Cockburn himself. "1 don't think about how 1 do 


i just doit" he says 


on the phone from his home in San Francisco. “But its actually quie inter 
esting to пу and make it into something communicable,” Thar is exactly 
What Cockburn accomplishes in this lesson: He breaks dawn the key com. 
ponents of his style and demonstrates them through a series of examples. 
drawn from his songs. 

Below, you can learn the core guitar parts from some of Cockburn's 


best-known songs, such as “Wondering Where the Lions Are" and 


Pacing the Cage," as well as other gems from across his career. At 
scoustieguitarcam, you can not only check out the video of Cockburn 
sharing excerpts from these songs, but you can see him perform a com. 
plete version of “If Had а Rocket Launcher” (transcribed on page 60) 
as well as two instrumentals from Crawing Ignites. The result is perhaps 
the closest and clearest view ever of 


his guitar master at work. 


In Cockburn's view, the logical way to break 
down his approach to guitar is not by style or. 
вее Мез always been dedicated to crossing 
stylistic boundaries anyway but by picking- 
hand technique. Though the details and feel 
vary most of his songs can be boiled down to 
a few right-hand fingerstyle techniques—one 
‘of which is the classic alternating bass style, as 
he learned especially from his early woodshed- 
ding with the musie of Mississippi John Hurt. 
He began his video session, in fact, with a 
verse of Hurts "My Creole Belle,” in which the. 
fingers double the vocal melody over the alter 
nating bass—an idea that Cockburn has 
employed in many songs over the years. 

Ina similar vein, Example 1 comes from 
literally the beginning of Cockburzs recording 
career "Going to the Country" track one on his 
self-titled 1970 debut. He plays in standard 
tuning ош of G shapes, with his thumb holding 
down the sixth string at the third fret (more 
below on his extensive use of the thumb for 
fretting). The example shows the intro, where 
he picks a melodic line on the top two strings 
that harmonizes with the vocal During the 
verses, his guitar doubles the vocal melody. 

Before taping this session, Cockburn hadn't 
Played this song in many years and pointed out 
that he cant fully reproduce the original record- 
ing, on which he used fingerpicks—an approach 
he soon abandoned. “When I first started using 
picks вед the tone,” he recalls. "Bur Isoon dis- 
‘covered that with fingerpicks on, you can't really 
do downstrokes with your fingers, because the 
fingerpicks go flying into the audience's drink: 

Playing with bare fingers, as Cockburn has 
done ever since those earliest days, gives the. 
flexibility to combine upstrokes and down. 
strokes, picking, and strumming. Bare fingers 
эво help create the kind of warm, round tone 
that was characteristic of Ншт musie. 

Perhaps even more in the Mississippi John 
Hurt style is "Pacing the Cage, 

‘ballad from Cockburzs 1996 album The Charity 
of Night In Example 2, capo at the fourth fret 
and use C shapes—as Hurt himself often did. In 
the song's main pattern, alternate the bass 
between the fifth and fourth strings as the 
chords move from C to G/B to Fsus2/A. On the 
treble side, pick double-stops on the first and 
second strings for the C and G/B, and then add 
in the third string on the Fsus2/A. In measure 
2, Cockburn uses a fourth-finger barre on top of 
the G/B chord, but you may find it easier (as 1 
do) to use the third and fourth fingers together 
ο those top strings instead. 

The alternating bass is also at the root of 
“Wondering Where the Lions Are,” from his 1979 
breakthrough album Dancing in the Dragon's 


uns With ies infectious сере e groove (deliv- 
‘ered in the studio with the help of a Jamaican 
rhythm section), "Lions" became a Top 40 hit in 
the US. Drop your sixth string to D, capo at the 
second fret, and try the main rhythm pattem in 
Example 3. For much of the song, your fretting. 
hand stays five frets above the capo. 

Again, you need your thumb for fretting the 
G shape. "When 1 was first taking lessons eons 
ago, 1 was taught that it was a terrible thing to 
fret with your thumb,” Cockbur says. "But 
then 1 saw some great old blues guys doing it 
and I thought, that doesn't sound so terrible τὸ 
me. So it just became part of my toolkit, andit 
eventually became an indispensable part. 


The other main picking hand technique in Cocke 
burns musie is the monotone or drone bass, as 
heard particularly in blues—in which the thumb 
plays а rhythmic pulse on a single string, often 
with palm muting for a more percussive effect 
A times Cockburn does use the drone bass 
in a straight-up blues contest. Crowing Ignites 
has two great examples. In "The Groan,” he 
plays a steady bass on the fifth string, with a 
12/8 blues shuffle feel, using what he refers to 
as Gsus tuning (D G D G C D). And in "Blind 
Willie,” a blues in А (for which he tunes the 


second string down to A), he plays a quarter- 
note pulse on the open fifth string for the entire 
song. Example 4, from “Blind Willie,” shows a 
sample of he kind of riffing that you can do up 
and down the neck over the open-string bass. 

"The basie idea of playing over a drone bass, 
though, can apply far beyond blues, Cockburn 
mores Way back in the day when I was studying 
jazz at Berklee Tm putting the studying in 
quotes because I Wasn't a very good student! 
discovered that 1 really didn't like chords that 
mach? he says. "I dont feel exactly like this now, 
but 1 was much more drawn to Asian musie of 
‘various kinds that doesnt use Western harmonies, 
where the intervals that you might think of in a 
harmonie way are measured against a droning 
bass rather than against each other as they move 
around. So a lot of what 1 do is informed by a 
desire to make use of that phenomenon." 

The new song "Bando Rush" runs with this 
idea. Tuned to D modal or double dropped D 
(frst and sixth strings to D), Cockburn plays a 
monotone bass on the sixth string for the entire 
song, adding all sorts 01 chord melody and 
jazzy riis on top. Try an excerpt in Example 5. 
Play the harmonized melody with your fingers 
over the driving bass drone. 

In learning any of Cockburn's songs, 
whether wich an alternating bass or a drone 
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BRUCE COCKBURN 


bass, the bass line is the best place to start. 
Practice the thumb until ts movement is auto- 
matic, then werk on adding the rele side. 


DRONE BASS WITH CHORDS 
Cockburn also uses the drone bass technique in 
songs that do change chords. А famous example 
is "If Had a Rocket Launcher” written in 
response τὸ Cockbur's visit to a Guatemalan 
refugee camp in Mexico in the early "80s. As 
yeu can see in the full transcription of his AG 
studio performance on page 60, Cockburn 
keeps a steady bass going throughout In the 
instrumental section, he employs his thumb to 
fret the bass note under the C so he can con- 
tinue to solo with his other fingers. 

In the videos you'll notice that Cockburn 
often anchors his right-hand pinky on the pic 
зиш either keeping it planted or dropping 
ошо the top when he digs in a lile harder This 
‘support, he finds, is essential for creating the 
kind of rhythmic momentum he's looking for 
“When you want to bear down on a bass rhythm, 
you kind of need [the anchor], whether its an 
alternating bas or a single noe bass,” he says. "1 
need that anchor to really crunch into it” 

Another song that uses а drone bass under 
changing chords is "Last Night of the World,” 
‘orginally released in 1999 on Breakfast in New 
Orleans Dinner in Timbuku. That track featured 


full band backing, bur as you can hear in the slo 
venion on Stic o Life, or in Cockbunrs AG demo, 
the guitar part sounds complete on its own. In. 
Example 6, drop your third string a half step to 
Pi and leave all the others at thelr standard 


pitches, for the signature tuning Cockburn calls 
drop F# (see Ἂ Cockburn Tuning Sampler" 
below). Capo at the third fret. Thump out a rock. 
rhythm with your thumb, staying on the open. 
sixth string une the last phrase of each verse. The 
example shows the riff that serves as the intro and 
continues under much of the verse. As in so many 


οἳ Cockburn's songs, your fingers create a little 
melodic motif on top of the bass. 


MIXING IT UP 
The last two songs in this lesson use а mixture 
of picking approaches, "After the Rain,” also 
played in drop-P tuning, comes from Dancing 
in the Dragon's Jaws, and is а great example of 
Cockburn’ fusion of acoustic folk and jazz. 
Much of Example 7 uses a drone bass, with 
single-note melodies and jazz-lavored chords 
оп top. There's also a popping fingerstyle 
rhythm that Cockburn often uses, where you 
play quick, staccato bass notes and chords with 
а percussive slap on the backbeats, as in mea- 
sures 7-8. At the end the chorus, there's a bit of 
strumuming—a rarity in Cockhurn's musie. He is 
much more apt to pick multiple strings simula 
neously than strum across them. 

A an interesting aside, the inspiration for. 
‘After the Rain” came from an unexpected 
source; the Bee Gees. The song, says Cockburn, 
is “a very loose acoustic translation of the 
groove of ‘Stayin Alive.” 

The final examples come from "Lovers in a 
Dangerous Time,” which kicked off the 1984 
album Stealing Fire—a period in which Cock 
burm's songwriting became more politically 
charged and, not coincidentally, more electric 
and band-oriented, too. Cockburn played 


A COCKBURN TUNING SAMPLER 
їп his early days Cockburn was leery of relying on alternate 
tunings to generate new sounds. “Му beef with open tunings 
back in the 60s, when everybody was using them, was that 
people really didnt learn their instrument? he says. “They leaned 
four or five fingerings, and then they just changed the tuning and 
thought they were doing something different. But it was a boring 
way to play quitar, and a boring thing to listen to” 

Аз you can see in the list at right, Cockburn has recorded 
some songs in open-chord tunings, ike open D and, more оеп, 


Шөп with F on the bottom, F A C G C F. that 


gives you an Fadd chord. On the new blues “The Groan? he 
uses D G Ὁ G C D-an open Gsusé with a fourth (C) replacing 


the third (B). a similar concept to DADGAD (where you replace 
the third, Fin open D tuning with the fourth, б). 

For the most part though, he is inclined to stay fairly close to 
standard tuning, or retune just one or two strings, as with dropped 
Ὁ (sbth string to D), D modal (irst and sath strings to D) and the 
tuning he calls drop Ft with опу the third string tuned down to P 

In another interesting tuning used on Crowing ignites, he drops 
oniy the second sting to A. if you also drop the frst sting to D, you 
get the tuning Cockbum cals EGAD-E A D G A D-which facilitates 
jazz plano-esque harmonies. "its very McCoy Tyner Ike? he says. 
“You get all these fourths that are just ight there, easy to getto 


OPEN-CHORD TUNINGS 
‘Open D (D A D Р АО} “Sunwheel Dance" (capo 2) 

Open C (C GC G C E: "Foxglove" (capo 1), "Soul ofa Man? 
Eel 

‘Open Dm? (D A C G C F): "Wait Но More" (capo 3), "Down to the 
Delta? "Live On My Mind" 

Fadda (F A C G C P): "Dust and Diesel” 

баша (D G D G C D: “The Groan" 


RETUNING ONE OR TWO STRINGS FROM STANDARD. 
Dropped Ὁ (D A D G B E): Cal It Democracy! “Wondering 
Where the Lions Are” (capo 2), "If a Tree Falis? "Mystery "How 1 
‘Spent My Fall Vacation” (capo 2 on original recording, по capo 
on Slice o Life) 

D modal (D A D G B D): “Use Me While You Can” 

Drop Fs (E AD FI B E): "After the Rain? "Last Night of the World" 
(capo 3), Fascist Architecture’ "Dont Feel Your Touch? 
"Mango" (capo 1), “World of Wonders” (solo version on Slice o 
Life, with capo 5) 

EAD GA E:*Bind Wile" 

EAD G A D (aka ЕАО): “Bone on Bone? "Strange Waters? 


VIDED LESSON 
ο] 
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BRUCE COCKBURN 


electric guitar on the original track with a full 
hand, strumming power chord shapes. That 
sound works with а band but would be boring 
ina solo context, Cockburn feels. So instead, he 
uses the rolling picking pattern in Example 8, 
which bears some similarities to his рап in 
"After the Rain." In the instrumental section, as 
shown in Example 9, pick pais of strings with 
your thumb as you play fretted notes up the 
neck alongside open treble strings. 

‘These examples are, of course, a tiny sam- 
pling of the music that Cockburn has created 
over the last 50 years, But the fingerstyle tech- 
niques at work here can be heard across his vast 
catalog, applied to various types of grooves, 


soon discovered that with 
fingerpicks on, you can't. 
really do downstrokes with 
your fingers, because the 
fingerpicks go flying into 
the audience's drink: 


chord progressions, and melodies. As Cockburn 
Puts it at the close of the video, “Other songs 
have different details, but the bai styles tend 
to rotate around that axis 

Beyond covering Cockbur's work, you can 
abso apply aspects of his syle to your own songs 
and arrangements. Rather than using thick 
chords, пу reducing your guitar parts start by 
establishing a bass line, and then add single 
notes and partial chords on top. Focus on the 
groove, which really starts with the bass. Use. 
tunings and capo positions that give you open 
string bass notes, and therefore freedom to 
travel around the neck. And try doubling ог 
harmonizing with the vocal melody on the 
guitar The key is to think of the guitar as a 
multi-voiced instrument—chythm section, 
backup singer, and soloist allat once. aC 


WHAT BRUCE COCKBURN PLAYS 

Cockburn's mainstay acoustics are built by Toronto luthier Linda Manzer. Live, he 
plays his sin- and 12-string Manzers plus a metal-bodied Dobro. On much of 
Crowing Ignites, and in his AG video session he played a Boucher Studio Goose 
ОМ hybrid model, with Canadian maple back and sides, that was given to him 
during his 2017 induction into the Canadian Songwriters Hall of Fame alongside 
Neil Young and others. Also heard on the album is a Karol baritone acoustic. 

For amplification: the Manzers have Fishman under saddle pickups and Audio- 
Technica intemal mies, with separate outputs. The mics run directly to the PA while 
the pickups go through a chain with a Boss tuner, Moog tremolo, two Boss echo 
pedals, and TC Electronic reverb and chorus Ἂ stereo signal then goes to the PA” 
says Cockburn, "so altogether there are three guitar channels" The Dobro has a 
similar dual-source setup, with a Telecaster pickup and a custom intemal mie. 

He typically sets up his acoustics with ight-gauge Martin Marquis 80/20 bronze 
strings, and he uses Shubb and Kyser capos. 


Example 6 “Last Night of the World" Tuning: E A D Fš A D, Capo Ш 
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Example 7 “After the Rain" Tuning: E A Ὁ FE A D 
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Example 8 “Lovers in a Dangerous Time" 
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at Woodstoc 
BY. BLAIR JACKSON 


WooDSTOCK acoustics 


ıo many of the most indelible images 

from the quaintly named Woodstock 

Music and Ап Fair, held 50 years ago 
this August, come from the еріс concert film 
that came out in 1970 and featured electric 
guitars being wielded a full throttle: Alvin Lee 
fof Ten Years After boogieing with his red 
Gibson ES-335, Pete Townshend alternately 
mauling and windmilling hie Gibson SG 
‘Special, Carlos Santana squeezing out sparks 
from his SG Special, and of course Jimi 
Hendrix coaxing interplanetary magic fom his 
gleaming white Fender Strat. 

But there were also many import 
acoustic guitar moments in the film, and no 
doubt some of those are burned into your 
mind, as well: Richie Havens playing so hard 
it looks Ше his guitar might blow apart, 
Country Joe McDonald strumming a sing. 
along, John Sebastian's delightfully stoned- 
ош solo reverie, and Crosby, Stills, Nash & 
Young, in just their second performance, 
introducing their unique sound to 400,000 
people sitting in the mud. 

In thinking about the admittedly aver- 
hyped 50th anniversary it occured to me that 
the acoustic guitars that were played at Wood: 
stock have never been adequately cataloged, 
so set out on а mission to track down as close 
to every example from the festival 1 could find 
With my typical overconfidence, I thought this 
would be a cakewalk. After all, there was the 
Woodstock movie to consult, and even some of 
the less-knoum acts had a song or two on the 
‘expanded DVD/CD released ten years ago, on 
the 40th anniversary, or ean be seen in footage 
‘that has found its way to YouTube. There were 
‘also some of the best music photographers in 
the world documenting every act onstage, 
including Jim Marshall and Henry Diliz. 1 
figured the internet would be rife with inter- 
views with the various musicians talking about 
their guitars. 

What found, though, is that there are rela- 
tively few shots in the film or bonus footage 
that show acoustic guitars clearly—the perfar- 
mances are overwhelmingly dominated by 
close-ups on faces—and just about all of the 
night footage is fairly indistinct, even in the 
close-ups. 1 consulted colleagues to join me in 
trying to see if the headstock of this or that 
guitar in the film or photos suggested а specific 
brand; occasionally it did, mostly it didn't. 1 
went down dozens of rabbit holes trying to suss 
‘out the guitars played by the principals in the 
Incredible String Band, for example, until 1 
found some folks in Europe via Facebook who 
‘could help me in my quest. 1 lucked out when 1 
earned that the guitar Tim Hardin played was 
also used by John Sebastian. And, not 
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surprisingly, Martin had an index of the artists 

who had played their guitars at Woodstock. 
What follows is the most thorough account- 

ing L could come up with, plus a few anecdotes. 


DAY ONE (FRIDAY, AUGUST 15, 1969) 


Richie Havens 
Richie Havens was already a pretty big deal in 
1969, though the Woodstock album and film are 
what truly launched his long career into the 
stratosphere. He had emerged from the ear- 
15-605 Greenwich Village folk scene, and his 
1066 debut album, Mixed Bag, heralded a truly 
unique interpreter of hen-contemporary tunes 
by everyone from the Beatles to Bob Dylan to 
Gordon Lightfoot, as well as а capable song 
writer His visceral and riveting Woodstock per- 
formances of the anti-war "Handsome Johnny” 
(which he co-wrote) and his impravised-on-the- 
spot "Freedom/Matherless Child” medley cap- 
tured some of the zeitgeist of the times. 
Havens was not scheduled to open the fes- 
tival but did so after the producers begged him. 
to—so many performers were having trouble 
geting to the concert site (including Havens’ 
bass player, who arrived right as he started his 


Havens at Woodstock, with second 
alos Foul ler sth 


set), he reluctantly but graciously agreed to go 
оп first. "I just saw colar to the top of the hill 
and beyond," he recalled in Joel Makowers 
excellent 1989 book, Woodstock: The Oral 
History. "When my eyes went from the foot of 
the stage up to the top of the hill and beyond, 
1 went right up to the sky... They said they 
heard it ten miles away in every direction, 
because they put those towers up there and it 
bounced through those mountains. We not 
only did i for the crowd there, we did it for 
the whole countryside at that paint. So it was 
ıa modular saturation level of vibrations into 
the planet.” 

At Woodstock, Havens played a Guild 
D-40; indeed for most of his career Havens 
played Guilds, in part because of the comp, 
пуз strong New York tis and his personal 
relationship with founder Al Dronge (and 
later, son Marlo. Guild pur out Richie Havens 
signature D-40s in both 2003 and 2010. 
Havens loyal guitar mate beginning even 
before Mixed Bag, Paul "Dino" (or “Deano") 
Williams, also played а Guild at Woodstock, 
My best guess (Judging by the fret inlays) is 
that ic was a D-55. 

Havens died in 2013. 
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Bert Somm 
Опе of the most forgotten figures to play the 
festival, 20-year-old Bert Sommer was semi- 
known on both coasts at the time, having 
played a key role in the New York and Los 
Angeles productions of Hair, which was all 
the rage. A native Long Islander, he had a 
new album out produced by Artie Kornfeld, 
who was one of the producers of Wood: 
stock--hence, Sommers slot on the fist day 
T was the new kid on the black,” he said 
many years later. “They asked me to open. I 
was petrified, so Havens, professional that he 
is, said, Don't worry about it, PII open’... I 
was the first time I ever played; that was my 
debut in front of an audience.” During his 
ten-song set, Sommer played a Guild 850, а 
jumbo with maple back and sides. 

Alas, Sommers career never quite took oft 
though he made a few more albums and 
managed to gig up until his death in 1990 at 
the age of jus 41. 


Tim Hardin 
By all accounts, Tim Hardin vias not in good 
shape when he appeared at Woodstock. 
Another veteran of the '60s Greenwich 
Village folk scene, he was revered for having 
written such songs as the much-covered “If 
Were a Carpenter,” "Reason to Believe," 
Misty Roses,” and "Don't Make Promises, 
and had cuta few well regarded albums. But 
he was also an addict whose habit definitely 
had a terrible impact on his Ше and career 
(he eventually died of a heroin overdose 
in 1980) 

For his Woodstock appearance, Hardin put 
together an interesting small band that 
included a cellist, two other guitarists 
(including a young Ralph Towner, who also 
played plano), a bas player, and a drummer 
Hardin played a spruce-and-mahogany 
Harmony Sovereign acoustic 


Melanie 
Melanie (Safka), another product of New 
York's 1960s folk scene, was а virtual unknown. 
with one album to her name when she was 
booked as а solo performer at Woodstock at 
the age of 22. In a recent interview with Jeff 
Tamarkin for the BestClassicBands.com 
website, Melanie said she was "terrified out of 
my mind” to be playing at the massive event, 
and was actually happy when it started raining 
hard during the set that preceded here: "avi 
Shankar went on and it started to rain and 1 
thought, that's it. TI be saved because people 
are gonna go home now, because it's raining, 


1 love that my Goya is the 
guitar that got played at 
Woodstock and the Isle of 
Wight Festival, Carnegie 
Hall, the Royal Albert Hall, 
the Met, and Sydney 
Opera House: 
MELANIE 


Of course, they're going to go home! 1 mean, 
they're not gonna sit there in the rain. 

As ifl She went on, armed just with her 
Goya nylon-sting guitar, and she was ecstati- 
cally received for er seven-tong set. One of 
the songs she played, "Beautiful People, 
brought her considerable notice at the end of 
1969, and then a song inspired by her Wood: 
stock experience, “Lay Down (Candles in the 
Rain)" became a worldwide smash hit in 1970. 
She had wo songs on the 1971 sequel to the 
original Woodstock album, which also helped 
make her one of the most popular female. 
artists of the early 70. 

Recently, Melanie told me the story of her 
Goya: "Up until the age of 16, 1 played a bari- 
tone ukulele. My dad, a retailer for one of the 
first discount stores To Guys from Harrison, 
where they sold Goya guitars surprised me 
with one for my birthday. As my carer and vis 
ibility began to grow, Goya contacted me to 
endorse their guitars. At that point didn't 
know any other guitars. 1 was given a factory 
tour and asked to pick out any ane I would like, 
and so 1 did. 1 found out a litle ways into it that 
Goya was not as well-respected as other guitar 
makers. Nonetheless, | love that my Goya is the 
guitar that got played at Woodstock and the Isle 
of Wight Festival, Carnegie Hall, the Royal 
Albert Hall, the Met, and Sydney Opera House. 
My original Goya came to a sad end; another 
story. But 1 have an exact model replacement 
Goya that someone gave me!” 


Aro Guthrie 
{think of Ario Guthrie as being very prominent 
in the original Woodstock film, but when 1 
watched his segment again recently, I noticed 
that very litle of him performing appears 
‘onscreen. Oh, his wonderful, set-opening dope 
smuggling anthem, "Coming into Los Angeles, 

is heard in full, but the visuals during most of 
the song are of a grinning Guthrie arriving at 
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the festival and a montage of people in the 
crowd and backstage imbibing to their heart's 
‘content! (That song also appeared on Side One 
‘ofthe original three-disc soundtrack) 

Guthrie was already а counterculture folk 
hero by then, widely known for his hilarious 
18-minute story song “Alice's Restaurant Mas- 
sacree" (which he did not play at Woodstock). 
Айоз guitar that night, he tells us, was “a Can- 
elas guitar made by luthier Porfirio Delgado & 
Sons in Los Angeles." When I reached luthier 
and current head of the company, Tomás 
Delgado—grandson of company co-founder 
Profiro Delgado and son of Profiro's luthier son 
Candelario- he noted that Guthrie owned both 
the Candelas 12-string and also a si string. Не 
added that the Woodstock 12-string appears 
very briefly in the film Alice's Restaurant (filmed 
in the fall of 1968 and released a few days after 
the Woodstock fest), in the touching scene in 
which Arlo and Pete Seeger visit and play for 
the dying Woody Guthrie (portrayed by an 
acto) in a hospital 

Also playing acoustic guitar onstage during 
‘Guthrie's set was his longtime musical foil John 
Pilla (4. 1988), who played a 1956 Martin 
(model not known). 


Joan Baez 
Folk icon and social activist Joan Baez closed 
the Friday night concert with an inspired 
LL-song set that began after midnight and 
mixed solo numbers (voice and acoustic 
guitar such as loe Hill" or a capella 
“Swing Low Sweet Chariot”) with a couple of 
powerful tunes featuring acoustic guitarist and 
inger Jeffrey Shurtleff (as on “Drugstore Truck. 
Driving Man") and electric guitarist Richard 
Festinger. Baez played the 1929 Martin 0-45 
she bought for $200 in 1962, which became 
famous in recent years for another reason: 

“When it went in to be fixed in 1996, the 
repairman took it apart and found a scroll 


inside which said, "Too bad you're a commu- 
nist," she told the UKs Acoustic magazine in 
2018, “It must have been done by a repairman 
years ago who disputed my politics. When the 
(0-45 was replicated for a 1997 edition, a back- 
wards label bearing the same slogan was 
adhered to the inside of the soundboard so that 
‘could be read with an inspection mero: 

As best as 1 can tell from the slightly hazy 
videos, Shurtleff also played a Martin, but it 
ооё to be a late 20s or early 205 0-45, witha 
torch inlay on йз slotted headstock. 


DAY TWO (SATURDAY, AUGUST 16, 1969) 


Country Joe McDonald. 
OK, what passes for controversy in the Wood- 
stock historical narrative is that Country Joe 
MeDonald—he of the infamous "Gimme an FT” 
cheer preceding his stirring antiwar "Fel Like 
Tm Fixin’ to Die Rag" singalong that is a total 
showstopper in the movie has always claimed 
that he directly followed Richie Havens on the 
dist day of Woodstock. Thars whore his narra- 
tive appears in the Makower oral history, and 
even concert co-producer John Morris supports 
hat view in the book. 

But in 2009, when the expanded Woodstock 
40 Wars On box came out and included the 
complete set lists for every act in order of their 
appearance for the entire festival presumably 
based on tape logs and other ecords—they put 
Country Joe's nine-tune solo acoustic set as the 
second act of the second day, after the long 
forgotten band Quill 


4 really feel like Richie 
Havens and I took the 
acoustic guitar to another 
level that day at Woodstock! 
COUNTRY JOE MCDONALD 


Whatever the reality (and 1 trust historians 
aver a guy who was probably on psychedelis 
the entire weekend), here's McDonald's 
account, from an interview a number of years 
эго: "I was just sitting on the stage grooving, 
and watching Richie Havens, and when he 
stopped, someone asked me if 1 wanted to do a 
solo set was really nervous about playing by 
myself in front of that huge crowd, so 1 апей 
making excuses, said, don't have a guitar 
Thats when someone found me that Yamaha 
an FG-150. To дау dont know where they 
sot Then, 1 said, don't have а guiar strap. 
So they cit a piece of rope off the rigging, tied 
it 1o that Yamaha guitar, and said, You're on, 
pal! Well you can hear in the movie and onthe 
record that the FG-150 sounded really good. 
That guitar could project, man. really feel like 
Richie Havens and 1 took the acoustic guitar to. 
another level that day at Woodstock, We started 
ıa new style of really loud, powerful төбе roll 
acoustic-gutar playing. My Ше would have 
been totally different if someone had handed 
me a typical 8100 acoustic. 1 thank my higher 
power they handed me a Yamaha FG-1501" 

‘On Sunday, McDonald played an electric se 
with his band Country Joe & the Fish. 


John Sebastian 
Former Lovin? Spoonful founder and leader John 
Sebastian was, like Country Joe, brought 
‘onstage to fll some time during one of the inrer- 
minable delays caused by inclement weather 
and god-only-knows what else. Unlike MeDon- 
Чё, however Sebastian was amending only as a 
spectator dressed head to toe ine dye His fnt 
solo album, John B. Sebastian, was about to be 
released, o he did have some material to draw 
from during his spaced our but utterly charming 
solo set. As һе told the Cleveland Pain Dealer 
newspaper in 2009: Organizer] Artie Kornfeld 
and Chip Monck said, We need somebody to 
hold ‘em with one acoustic guiar, and you're 


DISCOVER YOUR SOUND 

PRS SE Acoustics are built from an array of beautiful, solid tonewaods and tonewood veneers, each with 

its own unique voice. Sharing the DNA of our Private Stock acoustics, PRS SE Series acoustic guitars come 
in either our Angelus Cutaway or Tonare Grand body shape and feature PRS hybrid X/Classical bracing, so 
you can choose just the right details to complete your sound and style. Go to your local PRS SE dealer to 

find the one that connects with you or visit wav prsguitars.com to hear тоге. 
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“еей? 1 was running around, trying to find a. 
guiar Timmy Hardin loaned me a very service- 
able Harmony Sovereign” 

As for his rather obvious impairment, he 
said, “I hadn't gotten thoroughly psychedeli 
ized, as people love to suggest. But 1 was defi 
nitely glowing a bit, as a result of nipping at 
his pill hat 1 was told was Ше THC. It really 
‘wasn't that marvelous. If you're playing for 
such a big audience and you couldnt be less 
prepared, though, how blown is your mind 
going to be anyway? 

Не obviously did fine—he was а highlight of 
the movie and the various albums that came 
ош larer: 


Incredible String 
have to say had 1 been at Woodstock that Sat- 
unday, 1 would have been jazzed to see what 
‘was once described as England's "gypsy, vaude- 
ville, jug band, Сейіс" group, the Incredible 
String Band, who had made an album | truly 
loved called The Hangman’ Beautiful Daughter. 
But most of the Woodstock audience had по 
idea who they were, and as the quartet's muti- 
instrumentalist co-leader Mike Heron put itin a 
documentary about the band, "Ie was just mil- 
lions of people siting in the mud and us on this 
stage, kind of winking away at instruments. 
We didnt really make much impact. In fact, we 
didn't make it to any of the Woodstock films.” 
True, but they did make the 2009 box. 
Heron and co-leader Robin Williamson sported 
о ofthe more obscure acoustic guitars played 
at the festival. Williamson's was made by the 
venerable Swedish guitar-making company 
Levin dong popular in England). According to 
а missive passed along to me by email from 
Wolfgang Rostek, "The guitar Robin used from 
the first album until the early 705, as far as T 
can tell is a one-off custom version of a Levin 
model LM-26 [a "Goliath" dreadnought]. Wil- 
limsonis Levin had a carved scroll violin-type 


headstock, whereas the standard model has a 
more usual flat headstock.” At some point in 
he late '60s, Williamson had his guitar stripped 
and painted with colorful designs, and that is 
how it appears at Woodstock. 

Raymond Greenoaken, whom I located via 
Facebook, adds that Williamson's Levin "had 
previously belonged to Bert Jansch. There was 
а period in Edinburgh when Williamson and 
Bert Jansch shared addresses and sort of 


co-owned it. Ber actually suffered а nosebleed 
once while playing it, and according to Robin, 
his bloodstains remained in the soundhole for 
many years afterwards. 

“As for Mike's guitar 
can tell you is thar it was made to his specifica 
tions by [English] luthier John Bailey, who also 
made the guitar Roy Harper used around the 
same time. Both have very distinctive timbres: 
presumably that was a Bailey trademark: 


he continues, “all 1 


The Band 
Woodstock was essentially а hometown gig for. 
the Band (who actually lived in Woodstock, 
where the festival was originally supposed 10 
take place, before it eventually landed in 
nearby Bethel, New York.) In 1989, group. 
leader Robbie Robertson recalled to Rolling 
Stone: "After three days of people being ham- 
тегей by weather and music, it was hard to get 
a take on the mood, We played а slow, haunting 
set of mountain music. We lived up there, near 
Woodstock, and it seemed kind of appropriate 
from our point of view: We did songs like Long 
Black Veil and "The Weight, and everything 
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And there is this, for all you completists: For а mere $800 you can buy the limited 
‘edition Woodstock Back to the Garden: The Definitive 50th Anniversary Archive, 
which includes 38 discs (containing 267 previously unreleased songs) and is billed 


near complete reconstruction of Woodstock clocking in at 36 hours, with every 


айы performance from the festival in chronological order” 


It goes without saying that you should probably stil steer clear of the brown acid. 
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Sounds impossible. 


A portable line array? People thought it couldn't be done. 
15 years ago, we did it. Today, there are a lot of portable PAs 
that lock like the L1 Portable Line Array system. 


But there's only one LI. 
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had a bit of reverence to it. Even the faster 
songs sounded almost religious. 

Though Robertson mainly played electric 
guitar during the group's 11song set Sunday 
night, he did break out his Martin D-28 for two 
songs: "No More Cane on the Brazos” and their 
FM hit at the time, “The Weigh 


Crosby, Stills Nash & Young 
The final and probably most significant acoustic 
performance of the Woodstock festival, this 
marked just the supergroup’ second-ever gig 
No wonder Stephen Stills told the crowd, “We're 
scared shirtless!” Crosby Stills & Nash's epony 
mous debut album had just come out and was a 
national sensation it would be one of the most 
influential albums of the late ὅθε, with екі 
site harmonies, shimmering guitars, and acces- 
Sible confessional songwriting. Neil Young, Sti 
‘bandmate from the earlier Buffalo Springfield, 


became a sort of adjunct member af the group as 
the trio (augmented by bassist Greg Reeves and 
drummer Dallas Taylor) began working on their 
Déjà Vu album that summer. 

CSNYs one-hour ser was divided into a CSN 
acoustic segment, а couple of Neil Young acous- 
tie numbers, and then several electric songs. 
For the acoustic runes, Stills might have played 
two different guitars: a prewar Martin D-28 
and a Marin D-45 which he told Music Radar 
he had purchased, along with а Ferrari, "when. 
we first got money in the Buffalo Springfield.” 
Echoing that sor of des, Nash recently told the 
Intelligent Collector website, "We [CSN] had 
money, and the first thing you do when you 
have money [is] you want to buy better equip- 
тем. We each bought D-45s from Martin. That 
was 1969, and so right before Woodstock, we 
bought these guitars and took them to Wood: 
stock.” Young, oo, played a D-45 (and also pos 


Crosby's somewhat unusual 12-string: played 
my D-18 converted to a 12string,” he told us. 
Indeed, Martin released a signature version of 


had recently launched his solo career, and 


PEACE & GUITARS 


tes Woodstock with two new models 


Jo, Chris Martin М the CEO and chairman of C. F: 
Martin а Company, got to thinking about the 1960s, its cultural 
trends and, naturally the role that Martin guitars played in the 
music of this revolutionary decade. With the БОВ anniversary of 
Woodstock approaching, Martin decided to release a pair of 
‘guitars to commemorate the occasion: the DX Woodstock and 
the D-35 Woodstock. 

The original red Woodstock poster, designed by the graphic 
artist Arnold Skolnick and emblazoned with the slogan ^3 Days 
‘of Peace & Music? is among the most iconic concert artifacts of 
the ers so К was а no-brainer for inclusion as a design element 
Inthe Martin project Robert F Goetz, an artist who has worked 
with Martin on special-edition guitars lke the cannabis-themad 
D-420 and DX420, used the poster as inspiration for the DX 


Sibly a D-18), and then there was David 


that Crosby 12-string in 2009. ac 


Woodstock This relatively affordable 14-ret dreadnought, with a 
street price of $599, has an HPL (high-pressure laminate) body, 
its red-painted soundboard embellished with the orginal 
typography and dove-perched-on fretboard ima 

Martin's D-35 was а relatively new guitar at the time of 
Woodstock, having been introduced in late 1965. Given the 
instruments popularity in the 19605,4 was а natural ft for the 
project Martin based the Woodstock edition of the 0-25 (634 
street) on its recent Reimagined series model and borrowed 
from the 1969 poster in subtler ways than on the DX edition. 
Here, the dove motif appears as a headstock inlay; the design 
repeats, along with commemorative text, on the pickguard. 

For Chris Martin the Woodstock guitar duo isn't just a loving. 
tribute to one of the most significant events in the history of 
popular music, but a means of reconnecting with the music of 
his youth. "In 1969, | was 14 years old, and there was no way my 
mom was going to let me go” he says. "But I had the record, and 
I played that thing ИЯ wore out” —Adam Perimutter 
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THE KINGSTON TRIO 
AND ITS IMPACT 

ON POPULAR MUSIC 
THROUGH THE DECADES 


ike many of my postwar Baby 
Boom compadres, was just a kid 
in 1957 when Kingston Trio songs 
started to bubble out of my tran- 
sistor radia, My little Panasonic 
was no bigger than a pack of cigarettes and it 
came with а single earbud, though I don't 
think we called them that back then. 1 was 
completely hooked on our local DJ's daily 
top-ten listing, and not wanting to miss а 
trick, 1 smuggled my radio into elementary 
school and stowed it inside my flip-up desk 
under my books, the wire emerging ош of rhe 
circular inkwell pore right into my ear. My 
teacher took great pity оп me, thinking I was 
"hard of hearing? [ went along with this ruse 
until the inevitable parent teacher conference 
where I was shamefully busted? 

"hung down my head, just like Tom Dooley. 

Later that year I found myself at my grand- 
father's lake cottage with my uncles, aunts, and 
‘cousins. My cousin Christy had a nylon-string 
guitar and she was pretty good with fingerstyle. 
She had learned many folk songs, some of 
‘which were Kingston Trio tunes. We had one 
‘of those awful lile suitcase record players with 
a veritable пай for a needle. We would pick 
songs from the LP and Christy would learn 
‘them on the spot. АП af the Tos album covers 
depicted three young, smiling, clean-cut colle 
zians wearing their trademark striped shirts, 
The music was hand to resist. 

To top ай of this, my brother Tom headed 
off to college in 1961. As a freshman, he 
pledged a fraternity that required new 
members to entertain the brotherhood. Tom 
had a good voice and joined together with 
four other pledges o form what you might cal 
a Kingston Trio cover band, complete with 
matching blue-and-white striped shirts and 
black Dickies. Tom played rudimentary plec- 
irum banjo and soon discovered that sorority 
girls would melt on their balconies listening to 
Such harmonies, Of course, the culmination of 
their crowd-pleasing set was the trio's big hit, 
“Tom Dooley." (See an arrangement of this 
song on page 74.) In the middle of the song, 


all five would gasp and screech to а halt, pre- 
tending to be tragically hung! 

It helped greatly that many of the tunes 
had only a few relatively simple chords played 
оп an acoustic guitar, a tenor guitar, and a 
banjo. This was in sharp contrast to Bill Haley 
& the Comets or Buddy Holly ог even early 
Elvis Presley, who at this juncture had traded 
rock roll for a military buzz-cut and а stint 
in the Army: In fact, it seemed that the rock a 
roll fervor had been reduced to embers. But 
the Kingston's Trios massive popularity led to 
the formation of literally thousands of little 
folk groups like my brother's, as well as more 
rock-influenced hands like the Beach Boys, 
‘who were so affected by the Trio that they bla- 
tantly copied the trendy striped-shirt style for 
their early record sleeves. 

For a few years there in the late 1950s and 
early 60s, the Trio was ubiqutous—on televi 
sion, in magazines, on concert stages, and on 
the record charts. From the fall of 1958, when. 
their eponymous debut album was released, 
‘through 1963, the group landed 13 albums in 
he Billboard Top Ten, including five that hit 
Number One. That first album stayed on the 
charts for four years. 


Some have said there would be no Bob Dylan 
had it not been for the Kingston Trio. True or 
not, the number of musicians who credit the Trio 
as a formative influence is impressive, with just 
the shor list including Peter Раш & Mary Steve 


Martin, Lindsey Buckingham, Timothy B. 
Schmit, Gram Parsons, Crosby Stils & Nash, the 
Beach Boys, the Mamas and the Papas, the Bee 
Gees, Jefferson Airplane, Simon & Garfunkel, 
Tom Paxton, Steve Goodman, Jimmy Buffett, 
Harry Chapin, Tim Buckley, and the Byrds. 

Before the Kingston Trio, there really was 
no such thing as a college concert tour. 
Although this phenomenon would eventually 
have happened е Kingston Trio was che band 
that really initiated and popularized such tours, 
both in America and worldwide. 

Another facet in the legacy of the Trio is 
that it put the notion of self played music 
within reach. Four years at Juilliard was not a 
requirement for picking up a guitar or banjo 
and making great folk music, let alone writing 
your own songs. But don't be deceived. The 
Trio made things look easy, but in addition to 
their personal magi, there was a professional 
ism about them that evolved from years of. 
immersion and total commitment to thelr an. 


EVOLVING TOWARD A BAND. 
Allow me to back up to the beginning, when. 
the seeds of the folk musie movement were 
sown by Pete Seeger and the Weavers, Woody 
Guthrie, Burl Ives, Lead Belly, Harry Belafonte, 
Cisco Houston, and, over in the United 
Kingdom, Lonnie Donegan. This also coincided 
with the Beat movement pacis, left-leaning, 
embracing both bebop and folk—but the 
momentum of both movements had been stifled 
somewhat by the McCarthy era anti communist 
scare. By 1957, the stage was set for something 
young, new, and different. 

Bob Shane was born in 1934 in Hawaii and 
by the time he was a teenager, the postu 
recovery was in full swing. He grew up in Hilo 
оп the Big Island and took an eariy interest in 
the native folk musie of Hawaii, especially slale 
key guitarists like Gabby Pahinui. Shane met 
Dave Guard, a high school classmate who shared 
similar musical passions, and they soon began 
performing together informally at parties and 
small events, singing and accompanying them- 
selves on soprano ukuleles. Shane soon gravi 
tated to baritone ukulele, then to he larger and 
louder tenor guitar Guard, more the academie, 
had а slower evolution with the guitar and 
banjo. There is little question that Pere Seeger's 
soup, he Weavers, had a profound influence on 
both of their early musical directions. 

After graduating from high school, both 
moved ta Northern Califomia Guard attended 
Stanford University and Shane enrolled at 
nearby Menlo College, where he first connected 
‘with another budding musician, Nick Reynolds 
Shane introduced Reynolds to Guard, and in 
various pairs or combinations with other local 
musicians, they started playing low-key gigs in 
bars and small clubs initially just with the 
blessing of the bartenders, until there was a 
crowd of like-minded collegians treating them. 
το free drinks in exchange for listening to their 
humorous, often risqué, repertoire 

“Though there were а variety of names for 
the early groupings, they usually performed as 

Dave Guard and the Calypsonians”(ealypso 
music, as embodied by Harry Belafonte, being 
all the rage then), but the band did not earn 
апу viable income. On top of that, Shane 
flunked out of Menlo College at the end af his 
junior year and returned to Hawaii with his tail 
Somewhat between his legs. The plan was that 
he would assist his father with the family bust 
ness, but after a few weeks this proved unten- 
able Instead, he chased a solo musical career in 
Hawaii, playing clubs for small pay bur at leat 
steady booking. In Honolulu, he ran into 
folk-blues singer/guitarist Josh White, who 
convinced him that a Marin sixtring dread 
nought guitar would provide a bigger, fu 


accompaniment to his overall sound. Intimi- 
dated at first, Shane quickly grasped the chal- 
lenge of the extra two strings, gradually 
commanding а remarkable talent for rhythm 
guitar on the Martin D-28. 

Back in California, Guard and Reynolds 
‘carried оп, taking on two new members: bassist 
Joe Gannon and his fiancé, vocalist Barbara 
Bogue. With calypso’ popularity now ebbing, 
Guard amended the name of the group to the. 
Kingston Quarter, perhaps to include more. 
diverse Caribbean styles—even though Shane 
‘admits that none of the Trio members had ever 
been to Kingston, Jamaica. 

At a seemingly insignificant performance in 
San Francisco, the group caught the eye of a 
оса! publicist named Frank Werber, who was 
excited by the onstage chemistry of Guard and. 
Reynolds, but less impressed with Gannon and 
Bogue. After meeting with Werber, Reynolds 
and Guard were encouraged to let Gannon go. 
His fiancé followed suit, and Shane, the logical 
replacement, was invited to return from Hawaii 
to the mainland. He promptly accepted. 

Shane, Guard, and Reynolds entered into 
а verbal partnership with Werber, who would 
become their manager, and a good one at 
hat. Werber urged them all to make a serious 
‘one-year commitment to the band, to focus 
and home-in on what he called the X-factor: 
the unique interaction they had among them- 
selves as well as with the audience. And so, 
he Kingston Trio was born. 


THE GUARD YEARS (1957-1961) 
Stanford had served Dave Guard well. He was 
clearly a passionate and studied musicologist, a 
sathorer of great material, a briliant arranger, 
an evolving instrumentalist on the guitar and 
banjo, a reasonable vocalist, and a comic force 
to be reckoned with, having been influenced by 
the stage antics of Lou Gottlieb, first with the 
Gateway Singers and later the Limeliters. But 
Shane and Reynolds would define the Tros 
vocal magic: Shane provided his deep signa 
ture vocals together with tight rhythm guiar 
Reynolds perfect harmony would float above. 
Bob's baritone, supplemented by his tenor 
guitar and bongo/conga percussion. Reynolds 
also had an appealing boyish humility—he was 
the short, cote one in the group. Their genuine 
onstage personal chemistry and humor was 
palpable and infectious. 

With discipline and regular professional 
meetings orchestrated by Frank Werber, excel- 
ent vocal coaching fram Bay Area voice teacher 
Judy Davis, and frequent collaboration with 
‘other folk musicians and resources to garner 
the best material, the threesome wasted no. 
time in developing a suecessful act, and 


showing that they could capture their vocal and 
instrumental magie in the recording studio. The 
Kingston Tio album was a nearly instant smash 
success, propelled by what would be their 
biggest hi and one of the most popular songs 
of the late 1950s, the petty but mournful ballad 
“Tom Dooley” Shane explains, “Tom Dooleys 
real name was Tom Dula. Tom Dula actually 
wrote the song 'Hang Down Your Head Tom 
Dooley’ while in prison awaiting his hanging.” 
An odd theme for a hitsong, for sure, but appar- 
‘ently irresistible to literally millions of people. 

Nick Reynolds brilliant 45-second intro to 
the classic Trio song "МТА (a catchy 1949 
tune inspired by Boston's Metropolitan Transit 
Authority subway system) yielded another huge 
hir that drove the sales of their second album, 
19595 At Large. The band was on a serious гой, 
and they churned out one popular song after 

other: "Scorch and Soda," À Worried Man,” 
Tijuana Jail,” “Sloop John 8; and others. 

In the studio, the Trio's tonal balance and 
clarity elevated recorded acoustic music το 
unprecedented levels. Specifically, double 
voicing fattened the sound by recording the 
same part twice on parallel tacks. This pro- 
duced a choral effect that forged a path to the 
stacking track techniques that have long been 
taken for granted in recording studios. These 
were the brainchild of Voyle Gilmore, a 
staff producer for Capitol Records, whose 
production techniques helped define the 
Kingston To's sound. 

Over time Guard grew more and more dis- 
satisfied with band's career are. He was the 
most musically disciplined member of the 
group and wanted to take the Trio in a more 
adventurous direction. However Shane and 
Reynolds were happy with the clearly sucres- 
ful formula they had developed and didn't 
really want to change it. There's no question 
that the group's grueling tour schedule had 
taken a toll on ай of them during their improb- 
able whirlwind rise to the top, and Guard 
probably felt underappreciated by the other 
two—£rom his perspective, he was doing most 
of the heavy lifting, selecting and arranging 
the songs. For this, he was receiving а 40 
percent share, while his cohorts were each 
setting 30 percent, except for songs in the 
public domain that che three agreed would be 
divided equally at 33 percent. When At Large 
was released, Shane and Reynolds learned that 
Guard had taken the 40 percent share of the 
public domain song “Getaway John.” This 
wounded Shane and Reynolds, and it stared 
an unspoken resentment that ended with 
‘Guard selling out his significant financial part- 
nership in the band to the others. Не departed 
the group in 1961, a the peak of their success. 


Stewart Shane, and Reynolds 


THE STEWART YEARS (1961-1967) 
Clearly, the Kingston Trio was defined by the 
‘original Guard-Shane Reynolds iteration. After 
Guard's departure, а quick replacement was 
needed to make sure hat the group didn't lose 
momentum or jeopardize performance and 
recording contracts, Among the several pros- 
pects were 19-year-old future Byrds leader 
Roger McGuinn and poet-performer Rod 
MeKuen, but the young songwriter John 
Stewart already had plenty of prior involve 
ment with the Kingston Trio. Stewart loved the 
‘band and knew their songs intimately; in fact 
he had already written two songs they had 
recorded. Не played the banjo, was a good 
‘vocalist, and also had a well developed comedie 
presence. His personality and appearance 
seemed to ft right in. 

Many albums would follow bur the primary 
hit singles of the Shane-Reynolds-Stewart trio 
were “Greenback Dollar” “The Reverend Mr. 
Black,” and “Where Have All the Flowers 
Gone." Perhaps the real purpose of this second 
lineup was to preserve and extend the legacy 
‘ofthe orginal band. Maybe tha’ unfair to the 
very talented Stewart, who went on to write 

Daydream Believer” for the Monkees, as well 
ashi hit song “Gold,” which he recorded with 
Stevie Nicks and Lindsey Buckingham. Well 
beyond that, Stewart's solo career spanned 40 
years, with nearly four-dozen albums and 
more than 600 recorded songs, He stayed in 
the band ший 1967, at which point Stewart 
and Shane both put on their solo hats and 
Reynolds effectively retired, beginning a 
21-year hiatus from music. 

Needless to say by 1967 the climate for folk 
music—even for a group with as diverse a 
catalog as the Kingston Trio—had changed con- 
siderably since their early ὅθε heyday: The Tio 
and the plugged-in psychedelicized late "60s 
were not а natural fit; the clean-cut image of 
the group perhaps a bit out of step with the 
times. Still, all the former members remained 
‘active in music, albeit independently: 


MANY TRIO FACES 
Many subsequent variations of musicians 
‘would сапу the musical legacy of the Kingston 
Trio forward. Afer the breakup, Shane signed 
with Decea, but the record company was 
unhappy not having the Trio. Shane recorded 
the Bobby Russell song “Honey (I Miss You) 
while with Decca, but they didt promote i 
‘effectively, leaving what would become a 
bestselling song (and Grammy-winner) in the 
hands of Bobby Goldsboro on the United 
Artists label in 1968. 

In late in 1967, Shane, unable to use the 
Kingston Trio name, formed the short-lived 


'Shane Gang? with David Peel and Michael 
Hurd. Shane clearly missed singing Trio. 
songs and in 1968 cut а deal with Trident, 
Inc. (the Kingston Trio partnership com. 
prised of Werber, Reynolds, and Shane), and 
was allowed to form the “New Kingston Trio" 
with Jim Connor and Pat Horine. In 1973, 
Shane released Connor and Horine in favor 
of Bill Zorn (of the New Christy Minstrels 
and the Limeliters) and Roger Gambill (of 
башы & Moore). This lasted until 1976, 
when Shane was able to buy the Kingston 
Trio name back from his business partners 
Werber and Reynolds. 

Fresh from Opryland, the talented George 
Grove joined Bob Shane and Roger Gambill in 
1976, providing banjo, guitar and vocals to the 
group, performing once again as the Kingston 
Tria. Sadly Gambill passed away from a heart 
attack and stroke in 1985, Bobby Haworth (of 
the Brothers Four) took Rogers place ший 
1988 when Reynolds returned from his hiatus. 
Reynolds stuck with it for 11 more years, ret 
ing in 1997. Haworth came back to take Reyn- 
lds’ place until 2003, when Shane, now 
recovering from his own hear attack, could no 
longer stand the rigors of the road. With Shane 
now licensing the band, Zorn took his place 


performing with Grove and Haworth. In 2005, 
Rick Dougherty, also of the Limeliters, took 
Haworth’s place in the Trio. 

For 12 years, Grove, Zorn, and Dougherty 
toured as the Kingston Trio. They did a more 
than admirable job bringing the Trio's music to 
new and diverse audiences, and it must be 
noted that Grove performed with the Kingston 
Тао for 41 years second only to Shane, who 
toured with the group for 46 years. 

As the result of a recent custody battle 
over the use of the Kingston Trio name, 
another version of the band licensed the 
name and supplanted the talented and loyal 
Grove, Zorn, and Dougherty. And, by the time 
this article appears, the lineup may change 
again. Such instability is unfortunate, but tes- 
tament to the intrinsic value and magnetic 
power of the Kingston Tros music, which has 
been undiminished by time. 


Dick Book was employe by СЕ Martin & Company 
from 1976 until his retirement in 2018, He iii 
ated many Signature Edition guitar projects, 
managed Artist Relations, and extended Martin's 
Museum and Archives. He is now immersed in art. 
music, travel, and organizing the archives for his 
legendary neighbor Mario Andrei. 


Believe it or not, the Kingston Trio's popularity actualy put a strain 
on the availabilty of guitars (and long neck banjos), to the extent 
that Martin s venerable D-28 was at one point backordered for 
three years. Even the 0-187 tenor guitar experienced a resurgence 
in popularity. Frank Herbert Martin eventually convinced his 
somewhat restrained father, C. Frederick Martin Il, to break ground 
on a larger, more modern factory on Sycamore Street about a mile 
анау from the old North Street plant The new factory in their 
longtime home of Nazareth, Pennsylvania, was completed in 1964 
and greatly helped to reduce Martin's backorder situation. To this 
day, many referto Martin's Sycamore Street facility as the factory 
that the Kingston Trio built. This, might add, was а tremendous 
source of pride for Bob Shane, Nick Reynolds, John Stewart, 
George Grove, and the other members of the ever-evolving Trio. 

In 1989, when I took responsibility for Martin's in-house 
advertising, | became good friends with Bill Bush, a first-rate 
24 man from Seminole, Florida, and also an ardent lover of 
Martin guitars, an instrument collector, an expert on all things 
Buddy Holly and early rock ' roll history, plus а serious fan. 
and friend of the Kingston Trio in all of its variations. Bush is in 


fact the author of the definitive Kingston Trio biography, 
Greenback Dollar: The Incredible Rise of The Kingston Trio 
(Scarecrow Press, 2013). 

A few years later. n 1995, Martin had unprecedented success 
with my Eric Clapton signature model guitar project that saw me 
transition from advertising to artist relations. Not long after, Bush 
began lobbying me to honor the Kingston Trio with a similar 
signature edition. Fan that was, t was not a hard sell With Chris 
Martin's blessing began a collaboration with Bob Shane. At the 
1997 Winter NAMM show, the Kingston Trio 40th Anniversary set 
о! three Instruments was introduced (a D-28, an 0-181, and а 
Deering-made replica of the Vega long-neck banjo). The edition 
was limited to no more than 40 sets and the instruments could 
not be ordered individually. As there was residual demand for a 
Bob Shane 0-28 signature edition, Martin introduced the 
D-28KTBS in 2003 with the unusual but faithful option of a 
double pickguard. In 2010, Nick Reynolds (1933-2008) was 
honored with a signature model 0-181. And lastiy, a signature 
00-21 celebrated the Ме and musical contribution of Dave Guard 
(1921-1991). —DB 


Fretboard 
Calisthenics 


BY PAUL MEHLING 


J te et for making muse we spend a 
certain amount of time in the woodshed 
toiling away with hope and patience. One of. 
the easiest obstacles to overcome is the chal- 
lenge of playing at the level you were at when 
you last put the guitar down—whether the 
day before or the week before—and then 
moving beyond. 

Many players find that they cannot merely 
pick up where they left off, not only poten- 
tially leading to frustration and disappaint 
ment, but totally taking away the desire to 
play. The good news is that if you're consistent 
in your practice, you'll improve steadily. 
"ll my students that a guitar is Ше any other 
relationship you have in life—with a friend, a 
significant other, a cat, etc Ве more you put 
into it, the more youl get out of it. 

The other good news is that understanding 
the body's need ro warm up is a simple 
concept to master. You don't just jump ош of. 
bed and run a marathon, right? АП you need 
то do is 10 allow yourself 15-20 minutes (this 
will obviously vary from person to person and 
from day to day) to remember what you did 
last ime that worked so well. 

You also need to know and remember that 
muscle memory is a real thing that works in 
your favor In this lesson, you'll be warming 
up your brain, your hands, and your ability to 
coordinate everything and cement it into your 
muscle memory. 


What are the best things to do 
when warming up? To start, besides simply 
playing what you did yesterday at a slower 
tempo, you may want to do some calisthenics, 
or fingerstrengthening exercises for both 
hands. You might focus on your picking hand, 
with some gentle exercises on an open string, 
like in Example 1, before proceeding to more 
demanding patterns, suchas those shown in 
Example 2. If you get bored of that single 
open string, шу ће exercises on any fretted 
note—or even a chord. 

Remember—your goal here is precision, and 
thar’ the first objective. Keep the frustration/ 
disappointment/ete. at bay Warm up slowly 
Do it right and build on that foundation of. 
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perfection; there's no use in repeating mistakes. 
As you increase your speed, remember to keep 
an eye and ear ош for any places where you 
can tighten up or improve what you're doing 
before moving on to the next rempo. 


Now get both hands in on the action. 
1 would suggest starting on the sixth string in 
first postion, which is the hardest on your 
fretting fingers due to the thickness of the 
string and the distance between the frets. 
Examples 3 and 4, which are best played with 
alternate picking, are designed to warm up ай 
Tour fingers. Try each one at various locations 
оп the sixth string, and on the five other 
strings as well. You might also experiment 
with working on the same patterns, ur with 
more difficult fingerings. For instance, try 
Playing all of the measures in Ex. 3 with only 
your second third or third/fourth fingers. Or 
see how it feels to play bar 2 of Ex. 4 with 
your first and second [rather than third) 
fingers, which requires more of a stretch. 

For an extended warmup, you can also play 
around with different note values. For instance 
Example Sa uses the fingerings of Ex. 3, bar 1, in 


ighthnote triplets, while Example Sb does the 
same with bar 3 of Ex. 4, in straight 16 nores 


The chromatic seale—that containing all 
12 pitches—is useful for warming up all the 
fingers and can be broken into smaller chunks to 
benefit the weaker digits. Example 6 is a 
‘warmup wit the first four notes of the chromatic 
scale starting on C 1 like doing this particular 
‘Workout starting on the G string, because when. 
you get to the fifth note of the scale, E, you don't 
need to move your fretting hand toa new post 
tion—see Example 7. That sets you up to play 
the first eight notes of the scale the same pos 
tion (in this case, fith), as in Example 8. 
‘Remember, once you have these warmups 
comfortably under your fingers, you ean 
increase the degree of difficulty by varying the 
picking рацете one at a time, ofcourse just 
Tike you did with examples 5а and b. Countless 
musicians use these and similar techniques for 
‘warming up their hands (and arms and minds) 
This lite investment of time at the beginning 
‘of each practice session will yield improved 
accuracy, speed, and satisfaction in your 
Playing. Happy warmups! ac 
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Learn to feel and play triplets 
BY JEFF GUNN 


THE PROBLEM 

You want to enhance your strumming, solos, and 
compositions by adding triplets—an essential 
rhythm expression in music—but dont know 
where to begin. 


THE SOLUTION 

Work through your picking technique and fel 
using single notes as well as chords, before 
playing Some familiar examples. 


hey say good things come in threes. 
Musical expressions are no exception to 
this rule. Triplets hold great sonic potential in 
‘cultivating fel and exciting lead lines. Eighth- 
mote triplets are three notes occurring on a 
single beat, while quarter-note triplets are 
three quarter notes sounding over wo beats in 
When playing through this lesson, as a 
general rule remember to execute triplets 
using alternate picking (а dawnstroke, 
upstroke, and downstroke), or, if you're 
playing fingerstyle, your thumb (p) index (0, 
and middle fingers (m). You want to feel the 
strong-weal-weak rhythmic signature pattern 
typical of sounding a triplet. 


START WITH SINGLE NOTES 

Ту Example 1, a single-note line using 
triplets. Pay attention to the details and place 
more emphasis on the first note, as creating 
steady triplets (counted trip-uh-let, etc.) 
depends in large рап on your ability to feel the 
strong-weak-weak pulse of each beat. You 
want to create solid triplets that can add 
contrast to more often-played eighth, quarter, 
and 16th nores 


Once you feel that you can play balanced 
triplets both rhythmically and melodically, move 
on to Example 2, which develops the concept 
further by incorporating triplet riff lines between. 
chords. Make sure to practice the transition from. 
‘chard to triplet in order to develop uid move: 
ment between single notes and chords. Try 
applying this partem while developing an inter- 
play between chords and riffs. 


FOCUS ON CHORD 
PROGRESSIONS 

Now, lets focus on creating balanced triplets 

while strumming chords. In Example 3, play 

the A minor chord using eighth-note triplets, 

followed by a G chord in a pair of eighths, 


then a quarter note. Notice the contrast 
between these rhythms. The concept is 
extended to a longer chord progression in 
Example 4. In measure 1, the G chord on the 
'and" of beat 2 is tied to a triplet on beat 3. 
Make sure to strum only the second two. 
chords on that beat, as well as beat 4 

‘Once youre comfortable using triplets with 
single notes and chords, move on to arpeggiate 
а chord progression (Example 5). Again, pay 
attention to the articulation of each note and 
Strive for fluid movement between chord 
shapes. Make sure to experiment with your 
own favorite progressions using this approach, 


EXPLORE QUARTER-NOTE 
TRIPLETS 

Thus far we have looked at eighth-note triplets, 
or three notes occurring on a single beat 
Quarter-note triplets use the same concept, ur 
with three notes sounding over two beats 
Example 6a shows what quarter-note triplet 
Jook like in notation, while Example 6b ls 
rates how breaking things down into eighth 
note triplets with ties can make it easier to 
count quarter-note triplets. 

In а quarter-note triplet, you want to 
‘exaggerate the feel and accent each note far 
full effec still using a strong-weak-wenk 
pattern, with emphasis on Ше first note. Keep 
this in mind as you play Example 7a, сол- 
taining D and A minor chords strummed in 
quarer-note triplets. Example 7b extends the 
concept by using a combination of single and 
chordal textures, as well as mixed note 
values, and Example 8 mixes things up with 
a fresh chord progression. 

Once youre familiar with the basies of trip- 
lets, try adding them in your sola lines, chord: 
ing, and compositions. Triplets have the 
potential to add both tension and an element of 
surprise to your playing that сап spice up your 
overall performance 


συ ώση 
Hidden Sounds: Discover Your Own Method on. 
Guitar, guitarist musical director for Emmanuel 
Jal, and composer of Sonic Tales (2019) 
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Spanish 
Rag 


BY ADAM PERLMUTTER 


he Spanish classical and American ragtime 

guitar traditions don't often interact, at 
least not in obvious ways. But when they do- as 
in Diego Garcia's “Spanish Rag'—the results can 
be transcendent. Of his solo guitar composition, 
Garcia says, "Ds simple Spanish cadences mee 
Merle Travis” 

Garcia, who is now in his early 40s, got an 
‘early start to music. At the age of six he began 
learning classical guitar in his native Valencia, 
Spain, under the tutelage of Jose Lazaro, who 
had studied with Andrés Segovia. In his teen 
Years Garcia took a keen interest in American 
guitar sounds, particularly in rockabilly and 
Chet Atkins, and joined a rock band, Since then, 
Garcia has combined his Spanish roots with 


North and South American influences іп his 
work on acoustic, both steel- and nylon-string, 
and electric guitar 

Garcia is known to play “Spanish Rag" on a 


hollowbody electric, namely a Gibson ES-295, 


but as he demonstrates in the accompanying 
video on AG's website, the piece works out 
splendidly on a steel-string lie the Collings 
OMI JL Julian Lage signature model. Whatever 
the instrument, "Spanish Rag,” with its break 


neck tempo, is 


the easiest rag to tackle, bu 
given its wealth of exciting guitar maneuvers, 


ies worth the effort to wondshed on this one. 


As in learning any complex piece of music, it's 
best to break “Spanish Rag” into manageable 
pieces, rather than trying to plow through the 
whole thing at once. 

Start with the first four bars—whose theme 
also appears in measures 24-27 and 70-71— 
since they're the easiest. The piece kicks off in 
the key of A mino, with the vi and V chords (F 
and E, respectively) lending a Spanish flavor 
Try fretting the F chords sixth-string root by 
wrapping your thumb around the neck at the 
first frer, as Garcia does in the video, which will 


make it easier to switch between the Р and E 
chords. Note, to, that the signs n bars 2 and 3 
call for a repeat of measure 1 

As for the picking hand, Garcia plays 
Spanish Rag” with a rhumbpick and 


fingers. He 


finds that the pick gives him a wider dynamic 
range, plus a "νο зоо опе ragtime Ге, 
as he purs it, but strict fingerstyle technique will 
also work well for the piece. For the arpeggios in 
the first several bars and elsewhere, Garcia uses 
a typical classical approach: rather than pick 
with the thumb and two fingers (like a typical 
folk or blues guitarist), he uses three fingers. On 
the F and E chords, he assigns his thumb to 
string 6, index to 4, middle ro 3, and ring to 2. If 
you're not in the habit of picking with your 
thumb and three fingers, this is a good place to 
пу out a new picking approach. 


Things get quite a bit trickier for the fretting 
hand staring in bar 7, but a litle preplanning 
can make this section easier to handie. 
Measures 7-10 are based on an A minor chord 
in ninth position. Before you play the musie, 
form this grip: stop the C on string 4, fret 10 
with your second finger; barre strings 2-3 at 
frer 9 with your first finger; and stop the A on 
aring 2, fret 10 with your third finger 


IC 


Now slide the entire grip down three fes 
such that your third finger is on the Е on 
string 2, fret 7. Piek only that note and the 
open A string, and quickly slide back up three 
frets at the top of bar 7. On the "and" of bea 
3 in the same measure, lift your second finger 
from the grip to play the ninth-fret Gt on 
string 2. At the start of bar 8, return your 
third finger to the tenth-fret A, and use your 
fourth finger to grab the 121h-fret B and then 
the 130-fret C. Knowing exactly where each 
finger should be on any given beat is impor- 
tant to playing the piece at tempo, so be sure 
то apply this type of thinking to the rest of 
the piece 

As you gain confidence in working through 
“Spanish Rag; it might be tempting to speed 
things up. But only increase the tempo when 
you can play each section cleanly and seam. 
lessly And although this is certainly an up- 
tempo number keep in mind that velocity is nat 
necessarily its most important aspect, "Never 
focus on speed at the expense of confide 
and expression,” Garcia says. ac 
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WEEKLY WORKOUT 


Getting 
Grips 


How to use the CAGED system 


to dress up the 12-bar blues 
BY PETE MADSEN 


he study of prewar blues includes а heavy 
amount of time playing in first position— 
Between the nut and the first four frets of your 
guitar However, as you learn more and more 
songs, you might be asking yourself, “What 
Those of you familiar with the first position 
chords C, A, G, E, and D may not know i, but 
you already have at your disposal a powerful 
tool for navigating the entire fretboard—the 
CAGED system, which takes its name from. 
those five open chords, These simple shapes 
сап be repeated up and down the neck to 
make a great variety of chord voicings in any 
key. Once you've gotten a few of the shapes 
under your fingers, you'll have the tools for 
producing harmonic variations that sound fun 
and inspired. 
їп my Basies lesson in the December 2012 
issue of this magazine, I showed how to create 
variations on the Mississippi John Hurt tune. 
'Stagolee" using CAGED chord grips. This time 
Til use а 12-bar blues in the key of E major as 
my template and will provide you with ways 
to navigate the chord changes over the entire 
neck while maintaining an alternating-bass 
pattern. Youll leam a bunch of different grips 
for the 1 (E7), IV (A7), and V (87) chords and 
then combine these shapes in a complete. 
12-bar blues exude 


WEEK ONE 
As the dominant seventh chord—a major triad 
(1 3 5) with a lated seve 

defining sounds of the blues, youl use only 


seventh chords in this lesson. Begin your 


Beginners’ Tip #1 
Many blues and rots guitarists used 


опу thelr thumb and index fingers for 
fingerpicking, but recommend а: 


thumb and three fingers-thumb on the 
bottom three strings, and index middle, 
and ring fingers on strings 3, 2. and 1. 
respectively-giving you the flexbity to 
play in many diferent styles. 


workout with a series of exercises based on the 
E7 chord. In Example 1, E7 is played with 
different grips based on CAGED variations. If 
you can't recognize the seventh-chord shapes 
outlined here, try to move them to the first 
position, without any barring, and see if they 
become familiar. (Note: the G7 shape is an 
abbreviation of the full siv-string G shape; the 
barred strings would be open in а G7 chord) 

Lets work with these chord shapes in the 
context of a wo measure fingerpicking pattern. 
Example 2 uses the D7-shaped E7 chord in a 
model that will serve the entire lesson. Pick the 
bass notes with your thumb, alternating. 
between strings 6 and 4, and your other fingers 
оа the higher strings. Pinches (bass notes 
played simultaneously with treble notes) will 
fall on beat 2 of the first measure and beat 1 of 
the second bar. In Example 3, try a common 
‘variation on the C7-type grip. If you know Doe 
Watson's "Deep River Blues,” youll probably 
find this chord shape familiar. Play all of these 
‘examples with a metronome set at a slow speed 
around 80 bpm to start with) to make sure you 
are keeping steady rhythm. 

Example 4 applies the same fingerpicking 
pattern to a G7-shaped E chord. With this 
shape you can also пу grabbing the 121h-fre 
Eon sting 1 with your fourth finger, creating 
an E major chord. To extend your workout, 
try using the fingerpicking pattern with 
Ex 1's A7 shape. 


week TWO 
This week you'll focus on the IV chord, A7. 
First play the five CAGED shapes shown in 
Example 5, all of which leave the fifth string 
open in order to facilitate a smooth alter- 
mating bass pattern. Once the chords are 
under your fingers, try Example 6, which is 
based on the E7 shape. Make sure to apply 
enough pressure to your grip that the barred 
strings sound distinct. 

Roots and blues guitarists often play arna- 
mental notes with fingers that are not tied up 
by chord grips. In Example 7, which is based 
оп the E7 shape, youl stray a bit from the 
established fingerpicking pattern to play 
pinches on the first three beats of the first 
measure. Keep your first and second fretting 


Beginners’ Tip #2 
Try this simple process to get anew 
chord into your muscle memory: 1) het 
the chord and strum t. making sure 
that all of ts notes sound clear; 2) 


remove your fingers trom the strings 
but keep the shape of the chord intact 
3) place your fingers back down and 
play the chord again; and 4) repeat 
Several times, increasing the distance 
between your fingers and the fretboard. 
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WEEKLY WORKOUT 


fingers anchored throughout, and use your 
third and fourth fingers to play the notes at 
frets 7 and 8, respectively. 

Example 8 shows that you don't necessarily 
have to rely on open strings for your chord 
grips. In this variation on the E7 shape, wrap 
your thumb around the neck to stop string 6 at 
fret 5. This makes the chord shape moveable 
while Keeping a couple of fingers free for 
adding ornaments. Also note the incorporation 
of double-scops on the higher strings, which 
makes for a bigger sound. 

So far you've explored CAGED shapes one at 
atime, but in Example 9, youll move berween 
two A7 grips, one based on the E7 shape and 


Beginners’ Tip #3 
Experiment wih adding hammer-ons 
and pulkoffs to chord shapes. See 


"Which notes you can comfortably 
reach (and which sound good) within a 
particular grip while maintaining an 
alternating or monotonic bass pattem. 


the other on che D7 shape. Start out with the 
same grip you used in Ess. 7 and 8. At the end 
οἳ bar 1, stop the seventh-fret B with your 
fourth finger and slide up to the ninth fret, this 
will allow your other fingers to fall in place for 
the D7-shaped A7 chord in bar 2. 


WEEK THREE. 
This week youl tackle the V chord, B7. Since 
there are no available open bass strings, 
more work will be required of your fretting 
hand. Start by forming the five CAGED 
shapes for 87, as shown in Example 10, then 
apply the C7 shapo—which you might recog 
nize as a common frs postion B7 chord—to 
he fingerpicking partera (Example 11). Use 
your fourth finger for the pull-offs on strings 
1 and 2. To get a clear pull-off with this 
weakest finger, focus on pulling slightly 
down, towards the ground, 

Next пу Example 12, based on the G7 
shape, fingered with the fist, second, and third 
fingers, keeping the fourth finger free to stop 
the notes atthe seventh fret. With the first 
finger barring the top four strings, И can be dif 
ficult to reach the sith ret De with your third 


finger. | recommend making sure that your fret- 
ting hand's thumb is low on the back of the 

ck, which should make forming this panicu- 
lar grip a lile easier. 


WEEK FOUR 
Close out your workout with CAGED chords in 
ἃ full 12-bar blues (Example 13). The trick 
here is to focus on transitioning between the 
chords. Move from a D7 shape in the first 
measure to a C7 shape in the second measure, 
using your fourth finger to slide between the 
wo grips. Thats easy enough, but the move in 
the third measure up the neck to a G7 shape E7 


Beginners’ Tip #4 
sten to some of your favorite guitar- 


ists and try to identify when they are 
playing chord shapes up the neck Hint: 


Esten for the highest nol, probably 
Played on the fst string. Then, see if 
you can find a CAGED shape that 
would ft that phrase or sequence. 
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is a litle trickier. On beat 1, use the open sath measures 7-8, you're back at a C7-shape E7 
string to buy you some time to maneuver imo chord—t ry to avoid large jumps around the neck. 
the new position. Then, іл bars 3-4, play the when moving from chord to chord. This sequence 
descending melody on strings 1 and 2 with requires a bü of «suet from your fst finger in 
your fourth, second, and first fingers on frets order to grab the fourth-frer GR, but the sube 
12,10, and 9, respectively: quent open chord should give you some relief 
leasures 5 and 6 contain D7- and E7-shape — — In bars 9 and 10, youl cruise through G7. 
AT chords, with another descending phrase mav- — and C7-shaped B7 chords before finishing off 
res of E? chords (and one E chord) in 


ling through а sxth-feet B, on string 1, which wit 
resolves to the root, А at the fifth fet. In the last two measures. You might want to 


ΠῚ 
пов солдате ocidar 08 


isolate bars 11-12 as an independent exer 
cise— moving as quickly as you can between 
each chord shape. 

1 invite you to take any of your favorite fin- 
serpicked songs, blues or otherwise, and come 
up with verse variations based on the CAGED 
system. At first, you might want to stick with 
keys that use open strings like A, D, and E 
but once you gain some experience, the еліге 
fretboard should open up for you. 


Example 13 
E; E7 Er 


Ar Ar Er 
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ο with CAGED shapes, look 
in bar 3, for 


As you gain more expo 
or opportunities to modify them. 


instance, uso a pair of thre versions of E7— 
А07 shape on beats 1-2 and a С? shape on beats 


3-4—while lifting your third finger off of the first string 
to sound the open E as indicated. Notice the strategic 
use of a monotonic bass pattern, which makes things 
easier on the fretting hand. 


Er 
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ACOUSTIC CLASSIC 


Amazing 
Grace 


Arlo Guthrie's Woodstock 
reading of one of the 
great hymns 


BY ADAM PERLMUTTER 


«СД mating Grace; a song describing a tran- 
scendont religious experience, is among 
the most beloved of all hymns—and in terms of 
history, its also one of the most complex. The 
song is closely associated with slavery in 
America, but it was in fact written by an English. 
slave trader: turned abolitionist, John Newton 
(1725-1807), who reportedly had a spiritual 
awakening following a harrowing storm at sea. 
During the American civil rights movement 
and the Vietnam War, "Amazing Grace" became 
a vehicle for political expression and was also 
famously covered by folk singers such as Judy 
Collins and Joan Baez. Audiences ar the Wood- 
stock Festival in August of 1969 were treated to 
Ad Guthrie’ languid flk-country version, the 
inspiration behind the arrangement shown 
here. (For more on the guitarists at Woodstock, 
see Blair Jackson's feature on page 28) 
Guthrie played “Amazing Grace" in the key of 
стаюр using а handful of familiar first position 
chords c, C7, Am, and G, in onder of appear: 
ance, Any basic waltz strumming partem should 


suffice, but for the simplest approach try playing 
a chords root (the lowest note) an beat 1 of 
‘each measure followed by downward strums on 
beats 2 and 3, and if you'd Ше, upward strums 
onthe "ands" of 2 and 3. 

In the Woodstock performance, Guthrie's 
co-guitarist, John Pilla, plays his excellent 


acoustic fills behind the vocals, Ive provided 
а representative sampling in this arrange 
ment. Some of the fils are based on harmonic 
τῆν (bars 1 and 2, ete.) and others around 
the open chord shapes (bar 4, etc), bur all 
serve the same purpose—to suit the song and 
its lovely melody. ac 
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WATE BRUCE COCKBURN PLAY “IF I HAD A ROCKET LAUNCHER 


Bruce Cockburn gives sn impromptu performance ol" Heda Rocket Launcher in AG's Richmond. СА, studia 


Τη 


If 1 Had a Rocket Launcher 


Bruce Cockburn's most popular song, played solo 


BY ADAM PERLMUTTER, 


T5295% race sou scored an nia 
рор hit with "If 1 Had a Rocket Launcher 
‘which describes the Canadian singer songwriters 
fantasies of violent retribution following a visit 
to a Guatemalan refugee camp that was regu 
larly shelled by government helicopters. Cock 
bum originally recorded the song in a roc band. 
setting, flush with electric guitars and synths, 
but when he stopped by AG's studios to film a. 
private lesson last spring (ee "Band in а Вох 
оп page 20), he stripped the song down to just 
guiar and voice. 

The transcription on the following pages 
captures that performance note for note. At a 
glance, the notation might appear dense and 
complex, but you can make things easier on 
yourself if you break the song down and 
approach it systematically: You could play the 


first ten bars of he intro exactly as written, but 
it would be equally effective to improvise the 
natural harmonies, Whars most important here 
is the continuous eighh-note stream of open E. 
notes play them as firmly and evenly as pos 
sible, using palm muting if you'd like. 

The heart of he song appears in bars 11-14. 
RIA is the harmonie sequence for the subse 
quent verses and guitar solo, so be sure to spend 
plenty ο tme learning to play t with precision. In 
bars 11 and 13, maintain а barre across strings 
3-5 at the seventh fret grab the пыте Band E 
with your third and fourth finger, respectively or 
barre them both with either of those fingers. For 
the 06/9 chord in measures 12 and 14, keep your 
second finger stationed on the eighth fret C and 
your first finger barred at the seventh fret, while 
stopping the епт G with your fourth finger 


In his off ο solo, starting at 
bar 45, Cockburn continues the eighth-note 


bass action established in the intro, above 
which he adds lines based mostly on 16th 
notes. Key to playing an effective solo here 
isn't necessarily playing exactly what's on the 
printed page but understanding how it works. 
The solo might sound intricate, but Cockburn 
is simply playing notes from the E natural 
minor scale (E Fi G A B C D) entirely in 
seventh position—notes within easy reach af 
the chord shapes in the main rif. (For the 
lowdown on soloing with chord shapes, see 
Jeffrey Popper Rodgers Weekly Workouts in 
the June 2017 and March 2018 issues of AG.) 
Be sure to put in the time studying this 
approach, as it will pay dividends for you in 
solo guitar settings in general. ac 
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Guitar Solo 


IFIHAD A ROCKET LAUNCHER 


DS. al Coda 
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¿+k 


Em 

2. | don't believe in guarded borders 3. On the Rio Lacantun. 4. want to raise every voice 

And 1 don't believe in hate One hundred thousand wait At least Ive got to try 

1 don't believe in generals To fall down from starvation Every time | think about it 

Or their stinking torture states Or some less humane fale water rises to my eyes 

And when | talk with the survivors Cry for Guatemala Situation desperate 

Of things too sickening to relate With a corpse in every gate. Echoes of the victims ery 
Chorus Chorus Chorus 

If had а rocket launcher x3) TH had a rocket launcher (x3) "fi had a rocket launcher (x3) 

| would retaliate | would not hesitate Some son of a bitch would die 
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The Vista Series blends the world of fine art 
together with the art of advanced acoustic guitar 
building. Each Vista features an aesthetically 
pleasing portrait of animals in thelr natural 
habitat, depicted by using a variety of tropical 
woods across the body of tha guitar While 
‘Showcasing its natural beauty on stage, guitar 
players will enjoy the premium sound coming 
from the on-board Fishman Presys+ (PSY-201) 
preamp and built-in tuner. Take your Vista along 
for the ride and keep it protected in a 
leather-tooled hard-shell case, which is Included 
with your purchase. Join the Luna Tribe! 
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Solitudes 


BY ADAM PERLMUTTER 


Alternate Т 


ngs for Guitar. Over the years, he 
occasionally thought of rerecording the songs but 
he ultimately decided it would be an exercise in 
futility to try to recreate the vibe and sound of 


these early recordings. 


Selections from both the pre- and post 
accident tapes have been compiled on the excel: 
lene new Party on Time: Recordings 1968-1970. 
(Tompkins Square Records). “Solitudes, 

the first pieces Nelson wrote on his D-18, sina. 
striking and unusual uning—low to high: CGD 
D B Dan interesting variation of open G (D G 
DG BD). To ger into this tuning from standard, 
lower string 6 by two whole steps, strings 5 and 
1 by a whole step each, and string 3 by a 
perfect fourth (at unison with string 4) moves 
which Kinloch originally made spontaneously 


There just wast a lot of instructional li 
ure around,” says Nelson, now in his 60s. "You 
nd of invented stuff 


just ki Lors see what 


happens when you turn this string down or 
m this string up. 

On paper, "Soliudos" isn't terribly forbid- 
ding. The бер shapes should be fami 
iar if you've spent time in open G (and they 
should be pretty straightforward even if you 
haven). And the picking hand has a similarly 


ο CO) 


conventional role; use you thumb on the borom 
three strings and your index and middle (and 
ring, if you'd Ше) fingers on the upper strings. 
But you won't be able to play "Soituder 
effectively unless you approach it with a medi 
tative spirit and, most important, a delicate 
touch. The piece does require some subtle tech 
niques—in burs 32 and 36, for instance, your 
first finger must be positioned behind the nut 
το that it can slide up to the second-frer D өп 
string 6 as your third finger slides in tandem 
rom the second-re E to the fourthret Fon 
string 3. Also, on the last pass, look out for 
measures 3 and 8, where you should play a 
seventhret Pi instead of б, forming the more 
wistful-sounding harmony of пај. 
But remember that, as with most piece: 
what you play in "Solitude is 
just as important as what you don't. “Be 


ofthis nature, 


aware of the space between the notes, 
Nelson says, "and just enjoy listening to the 


notes as they blossom, ac 


SOLITUDES MUSIC BY KINLOCH NELSON 
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"Second time, play 4ана harmonie on string 1. 


Sometime Next Summer 


BY ADAM PERLMUTTER 


"nu oor decade career in he bluegrass 
world and through his work with groups 
like Psychograss, David Grier (see a Guitar Talk 
with Grier on page 16) has earned a reputation 
as a top-shelf Парі. His full brilliance is 
perhaps best witnessed, however, in his solo 
guitar work. "Sometime Next Summer” from 
his 2014 album Fly оп che Wall, reveals the 
әшішгіз melodic inventiveness, as һе estab- 
iches a theme and then improvises a series of 
clever variations on it 

‘Sometime Next Summer” has a simple 
two-part structure; an 18-bar A section and a 
16-bar B section. The form on the studio 
recording is AABABAB, Grier plays the piece in 
C major with a capo at the second fret causing 
it to sound a major second higher than fin 
gered, in the key of D. 


The rune is pretty straightforward to play 
їп the first 35 bars, Grier uses basie first 
position chord grips—in arder of appearance 
E C. G7, Am, and so on—decorating them with 
hammer-ons and pull-offs throughout. But 
while these chords fall easily under the 
fingers, and the hammer-ons and pull-affs 
relieve some of the burden on the picking 
hand, irs по small feat to play the piece with 
the kind of burnished, singing tone that Grier 
consistently achieves. As with learning any 
atpicking piece, practice it slowly at first, 
using a metronome to ensure precise timing, 
and listen closely to make sure your picking 
attack smooth and flowing. 

In the last А and B sections, starting at bar 
36, Grier introduces double-stops—a move thar 
lends textural and harmonic interest to the 


ΟΙ 


proceedings. The fretting-hand fingerings 
should be fairly intuitive, bur ve provided a 
few suggestions in the standard notation of 
bars 36 and 39 that should help get you 
through the section. 

If you compare what Grier plays on the 
repeated sections on the studio recording to a 
recent performance on AG's website, you'll 
get the best sense of all the new nooks and 
crannies Grier finds each time he plays the A 
and B sections, Once "Sometime Next 
Summer" is firmly under your fingers as pre- 
sented here, ditch the notation to discover 
your own variations on this bright instrumen- 
tal theme. 


David Grier is now available for Skype lessons at 
davidgrier comv/lessons, 


SOMETIME NEXT SUMMER MUSIC BY DAVID GRIER 
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Tom Dooley 


A two-chord murder ballad from the 


BY ADAM PERLMUTTER 


2 1958, the Kingston Trio scored a cheery 
hit with unlikely source material: "Tom 
Dooley,” a somewhat obscure traditional folk 
song. This classic murder ballad chronicles the 
1866 death of one Laura Foster, in Wilkes 
County, North Carolina, and the capital 
punishment of her lover and assailant, Tom 
Dula—a story that received widespread 
national attention when it was published in 
newspapers such as The New York Times. 


The arrangement here is based on an 


interpretation by the Bay Area singer-song 
writer Maurice Tani, filmed recently at AG's 


tudio. I's sort of a mash-up of the Kingston 


TOM DOOLEY 


Trio hit, a recording by the country musician 
Bobby Ware, and various traditional ver 
sions—presented, of course, with campfire 
play in mind. 

In a typical reading of "Tom Dooley” the 
song is played with just two chords—in this 
case, F and C7 (or the T and the V in the key 
of F major, for those of you who know a іше 
musie theory). Begin learning the song by 
making sure those chords are comfortably 
under your fingers, and feel free to use ater 
nate shapes. Instead of a full first-fret barre, 
for instance, you could play the F chord by 
wrapping your thumb around the nec to fret 


the F on string 1 and using fingers 3, 4, 
and 1 on strings 5,4,2, and 2, respectively. 
Try tobe efficient when switching between 
F and C7—you may want to keep your third 
finger on the fifth-string C throughout, since 
that note is in both chords 

As for the strumming pattern, Tani plays 
the song with a classic hoom-chuck pattera— 
single bass notes on heats 1 and 3, and 
chords strums on 2 and 4—а with down- 
strokes. Though not indicated in the notation, 
he sometimes tosses in an upstroke strum 
between the beats. Doing the same will help 
promote a lively rendition. ac 


TRADITIONAL 


Intro/Basic Strumming Pattern 
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Met her on the mountain, stabbed her vith ту Kite ithad not been for Grayson, be here in Ten 
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3. Took her on the Міне, God almighty knows 8. This time tomorow, reckon where Il be 


Е 
Took her on the hillside and that's where hid her clothes Down in some lonesome valley, hanging from a white oak tree 


Vintage King 


BY KATE KOENIG 


t you met Steve Uri, the founder of Retro 

fret Vintage Guitars in Brooklyn, New York, 
out of the context of his shop, you would likely 
have no idea he was "somebody" in the vintage 
guitar industry In fact, he would probably reject 
that description entirely and tur the conversa- 
tion towards the topic af someone who mentored 
him—or better yet, someone who works 
for him today 

Opened in 1983, кешіге itself is not as 
‘unassuming as its founder. Its location on 
the periphery of Carroll Gardens, between the 
highway and a serene neighborhood of brown- 
stones, chartreuse greenery, and inviting restau- 
rants, is just accessible and secluded enough 
that every vist feels both deliberate and 


special. I stopped into the showroom early ona 
Thursday morning and took in the vast inven- 
tory of carefully displayed instruments, set 
before white brick walls, an empty fireplace, 
and exposed wooden ceiling beams that evoke 
а fittingly classic era. Even in great quantities, 
their guitars have strong personalities likely 
enhanced with age, including а ca. 1925 Stahl 
Arist Special Style 9 made by the Larson Broth- 
fers and a 1952 Gibson S-200 owned and 
played by Dave Dudley. Also on display are a 
few banjos dating back to the 19th century— 
aca. 1890 pony banjo and a ca. 1870 seven 
string minstrel banjo—along with a modest 
collection of mandolins and ukuleles, a dulci- 
mer and a few harp guitars. 


‘Stove Uhrik plays 1056 Gibson ES-1750N. 


Unik, 64, has been in the industry for 45 years, 
making him a valuable resource hes helped 
supply vintage guitars and Instruments to 
museum collections at the Musical Instrument 
Museum in Phoenix as well as he Martin Guitar 
Museum in Pennsylvania. When a former 
teacher violin repairman Sam Eisenstein, passed 
away and his shop was donated to the Metro 
politan Museum of Art in New York, the Met 
gave Uhrik Eisenstein's antique display cases. 
One now holds a 1952 Fender Esquire on Retro- 
res showroom floor The other, in the down 
stairs offices, contains an antique dulcimer m. 
1910 with Bible verses on the inside and Messi- 
anic symbols carved into it, Uhrik says. 


The shop's inclusion of those Kinds of idio- 
syncratic folk instruments—a 1937 Wilkanowski 
archtop that resembles a giant violin, and a ca. 
1905 Luigi Mozzant lyre harp guitar among 
them—reflects how Uhril a Brooklyn native, 
got into the trade. “Му dad used to take me to 
‘the Met, and 1 was enthralled with the antiquity 
оГ musical technology. The dead ends, the sax 
‘hors with eight bells, things that looked like 
cellos that had frets the arpeggione—that 
stuff jus had me.” He continues, “Му dad was a 
tinkerer. As a teenager go into playing street 
hockey He took the old rubber blankets they 
used in giant industrial lithography drums, and 
held cut them up and make them into knee pads. 
At the time ie was an embarrassment, but 
looking back, it was totally badass. 

Uhrik went on to study at Brooklyn Tech, 
опе of that borough's specialized high schools, 
and graduated in the school's as all-male class. 
in 1973. That year, he opened his first shop, 
Uhrik Luthiers, on Mercer Steet in Manhattan, 
with pipe organ builder Larry Trupiano and 
another friend, Bob Jones, Afer a few years 
there as well as a brief stint at New Jersey's 
Guitar Trader, where Uhrik saw "every kind of 
prewar Martin, pre. CBS Strat, Tele, Gibson, and 
1959 Les Paul Burst.” he and Trupiano bought 
the old ASPCA headquarters at 233 Butler 
Street in Brooklyn, where they stayed until 
2017—roughly 35 years—before moving to 
their new location at 87 Laguer Street. The of 
cial reopening was in September of last year 


‘THE TOOLS OF THE TRADE. 
The two-floor space is divided between their 
downstairs offices and the showroom upstairs, 
adjacent to which is the shop, where repairs 
are done and newly acquired inventory is fixed 
up as needed. (Every instrument passes 


through the shop before being put on display) 
Those days, Ubrik concentrates more on the 
backend, administrative side ofthe business, 
only working on specific guitars he might have 


more of a specialty in than his staff members. 
He's quick to praise che people he works with, 
emphasizing the Importance of his team. 
“Repairs are done more by collective problem. 
solving. Tm а real believer that sometimes the 
collective answer is better than one experts. 
Не elaborates, “One of our technicians, Jason 
Marshall not only worked for Gibson and Jerry 
Jones, but also worked in the furniture trade. 
Another technician, Amy Mills, uses our wood 
lathe for her own artistic endeavors. What she 
transfers in terms of her skill set there to guitar 
repair is phenomenal.” 


Amy is 


Uhrik comes alive as he walks me through 
the shop and points to various tools he's col- 


lected over he years. 
‘when we were altering and appropriating tools 
from other industries, Now you go to 
StewMac—if you want something that chops 
the tang off frets, they have i” He shows me 
‘cobbler’ hammer he found at a flea marker 
and modified for freework, a pair of fat cutters 
that he's had for 40 years—reshaped to sit 
flush on the fingerboard for fret-pulling—and 
an ld set of pliers he ground down to ger a "very 
duck bil grab on things.” Among other tools in 
the workshop are tiny table saws designed for 
making model train parts, a "super thin, super 
sharp" Japanese draw saw ("great for making 
realy fine cus"), and his favorite new tool—an. 
eyeglass warmer that allows him to warm flam- 
‘able materials to exact temperatures 


"1 came around at a time 


CHEMISTRY AND CAMARADERIE 
Ош conversation is the most fun when Uhrik 
shares his fascination with chemistry as it 
relates to guitar repair. Over the course of the 
‘morning, he explains to me the chemical prop- 
‘erties of cyanoacrylate (superglue) and how it 
bonds with wood due to moisture and its 
microscopically rough, locking surface; how 
aniline dye—originally developed for 
sgarments—can cause discoloration on certain 
Vintage guitars due to photoresctvity; and 


how celluloid nitrate emits vinegar fumes that 
decay other parts of the instrument. 

Uhrik says he loves all glues equally but 
speculates about the drawbacks of yellow glue: 
“Aliphatic resin glue, or yellow glue, creates a 
barrier benween the two pieces of wood you're 
gluing. Tm not a scientist, but its got to have a 
mechanical effect in decoupling vibration, 
whereas hide glue basically creates a much 
tighter molecular bond—its almost a suction 
process that brings the wood together" 

‘When Uhr s right-hand guy, archivist Peer 
Kohman, arrives, the two don't miss а bear ín. 
launching into а lengthy discussion of historic 
luthiers, their students, and everything in 
between. Uhrik turns to me and wryiy says, “We 
do fix and sell guitars.” Retzofret definitely 
seems to be run with an air of enthusiasm and 
genuine camaraderie, further validated by 
Ubris mild ambitions: "My goal is to retain 


what we're doing as one of the only shops 
in New York that deals just with vintage instru- 
ments It sounds overly simplistic but, more of 
the same. Tm content with that. 

My goal is to keep this а big adventure. 
“There's а reason 1 come to work at five o'clock 
in the morning. 1 find this an absolute joy to 
be around. ac 


Сап I Use 
Medium 
Strings on 
My Prewar 
Martin? 


BY MARTIN KEITH 


1 would like an opinion on strings for 
ту 1936 Martin 0-18. Medium-gauge 
strings sound best, but sometimes 1 


коту about the neck! Wil mediums put оо much 
pressure on it over time? If do use mediums, 
would it be good to loosen them some when not 
playing the instrument? 


—Dave, via e-mail 


Congratulations—a 1936 D-18 is 
quite an instrument! Martin records 
indicate that only 258 of these 


guitars were built that year; and many haven't 
Survived. Your guitar features the forward: 

Shifted X pattern that has become legendary 
For all these reasons, its gratifying to hear that 
you take йз care seriously, as too many of these 
historie guitars have gone to early graves, 

Before we get to the string gauge question, 
lets take а quick look at how string tension 
usually affects a flattop guitar- bending the 
neck and distorting or "belying" the top. Both 
con result in high action, so irs important to 
Jnow which is which when evaluating a vintage 
instrument. They require different techniques 
то correct, and can have different implications 
for the long-term health of the instrument. 

A bowed neck is easy to diagnose. Stop а 
string at the first fret with your fretting hand, 
and use your other hand to stop the same 
string at the 14th fret. This positions the ten- 
sioned string as a straightline reference, which 
can be used to determine neck curvature. Look 


atthe seventh- and eighth-frer positions to see 
how much space there is between the fret tops 
and the underside of the string. For most 
playing styles, а gap somewhere around the 
thickness of a business card is ideal. Ifthe neck 
has a significant forward bend, a competent 
luthier can use a variety of techniques to 
straighten it ош, including heating or rere 
ting with largetang бегий. 

With a modern guitar, dialing in the proper 
neck relief requires no more than a simple 
truss-rod adjustment. Your D-18 has а nonad 
justáble, Tshaped steel stiffening bar in the 
‘neck, which most vintage Martin experts agree 
is strong enough to support string tension over 
the long erm. If there were а particular weak 
ness in your guitar's neck, it would most likely 
already have bowed by now. 


Belied tops are common in old Παπορα, and 
are not necessarily a sign of weakness—most 
guitars that are Бий lightly enough to be pow: 
‘erful and responsive will exhibir some degree of 
bellying, especially after 80 years! However, a 
bellied top can sometimes indicate larger 
issues, such as loose braces, which can lead to 
‘cracks, wrinkles in the top, and other existen: 
tial threats, so proper diagnosis is important. 

On a new instrament, its typical for the top 
of the bridge (not the saddle, but the bridge 
itself) to be in plane with the fret tops. So, И 
you lay a ruler on the frets, it should land right 
‘onthe surface of the bridge. Though this varies 
with specifie makers and models, average 
height of the bridge is about 3/8 inches from 
the surface of the top, with the saddle approxi 
mately 1/8 inch above that. 


building? Or 


Uncertain about guitar care 

nother topic related to your gear? Ask Acoustic Guitars 
repair expert Martin Keith by sending an email titled “Repair Expert to 
Editors AG@stringletter.com and we'll forward it to Martin. 


па maintenance? The ins-and-outs of guitar 


I0 AG selects your question 
for publication, you 
receive а complimentary 
сору of AG's The Acoustic 
Guitar Owner's Manual. 


As the top distorts over time, the bridge 
rises, and the action goes up with it. The 
common remedy is to lower the height of the 
bridge saddle. This does get the action back 
down again, but it also affects an important 
variable in the guitars response he amount 
of torque (rotational force) the strings exert 
оп the top. A high saddle puts greater torque 
fon the top, and each guitar has an ideal 
amount that will maximize volume and 
responsiveness. Lowering a saddle too far 
reduces this torque and can sometimes result 
in a loss of power and sound quality. 

On older guitars with substantially belied 
tops, it's common to see bridges that have 
been cut lower to steal a bit of extra clearance 
and further lower the saddle. This is a poor 
approach for many reasons. It further worsens 
the torque problem and also weakens the 
bridge, which is an important structural 
support component of the top. In fac, shaving 
down a bridge—and thereby making it more 
flexible—ean increase the likelihood of top 
distortion in the future. 

Restoring a bellied guitar to proper play 
ability is a job for a qualified luthier, and 
usually involves а neck roset removal of the 
neck using steam, and re-cutting the joint to 
increase the neck angle, which repositions 
the fret surface into proper alignment. A 
good reser will be nearly invisible and will 
usually preserve or even increase resale 
value of a vintage instrument, rather than 
detracting from it. 

ВеШей tops can also sometimes be flattened 
using heat and moisture, and this approach has 
been proven successful as a less-invasive аер. 
native to a fall reset. Restoration expert TJ 
Thompson's effective tools and techniques for 
fixing bellied tops with heat and moisture are 
gaining popularity in repair shops. 

Returning to the string gauge question: for 
most manufactures, medium refers to the set 
auge of 013-056. The overall tension on an 
average medium set is around 185 Ibs., com. 
pared to 160 for a light set (typically (012- 
054)-а difference of about 14 percent. Ву 
comparison, runing your 13s down to D (one 
whole step) lowers the tension to 145 Ie, ог 
about 20 percent. (Thanks to D'Addario's 
stringtensionpro.com for supplying these. 
numbers.) So, if you tune down between 
playing sessions, mediums in D will put lese 
stress on the guitar than light-gauge strings 
at standard pitch. (That D-18 probably 
sounds great tuned down a step, as well!) 
Another good option would be a hybrid set of 
mixed light/medium gauges, which could 
keep the tension lower while stil giving you 
the sound youre alter. 


To further reassure you: If he saddle has 
been lowered on your guitar in the last 80 
years, and it likely has, then the torque on. 
the top will have been reduced, too, which. 
lowers the risk. This may be why you prefer 
the sound of the medium gauge strings—they 
may put a load on the top that is comparable 
to what light-gauge strings would produce 
with a taller saddle. 

To answer your other question, in general, 1 
don't think i's necessary to tune down for 
storage, provided the guitar is structurally 
sound, Frequent rapid changes of any kind 


(humidity, temperature, or tension) are best 
avoided with vintage instruments. But if you do 
choose o tune down, a whole-step drop should 
be more than enough. 

Each year we lose а few more vintage guitars 
to damage, neglect, and bad repair work. We are 
stewards of these instruments, and with proper 
care, they can and should outlive us. I sounds 
like your D-18 is in good hands. 


Martin Keith la а luthier repair and restoration 
expert, and working musician based in Wood: 
Sock, New York. martinkeithguitars om 
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Introducing the Acoustic Array MINI and our family of innovative acoustic amplifiers. 
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Waterloo WL-AT 


A long-anticipated fully acoustic archtop makes Из auspicious debut 


BY JOE HENRY 


Муаз these pages isa sanger 
то romantic entanglements with acoustic 
guitars. Whether proudly out in the broad 
Tight of day or hiding down the dark end of a 
street, we've all fallen —into long marriages, 
into fleeting mad ñings—and as such, PII let it 
suffice to say that my own devotions have 
been publicly flagrant enough to garner this 
intriguing invitation to examine the newly 
minted archtop by the ambitious people of 
Waterloo Guitars. 

By way of establishing my credentials, as 
you decide whether or not 1 am to be trusted, 
ТЇ own that for many, many years 1 have been 
deeply enthralled by small-bodied Gibsons of 
the late 1920s and early to mid: 305: namely, 
1-006 and Nick Lucas Specials—the former 
being my faithful and daily work companions 
the later capable of causing a grown man to 
leave his family, grow out his hair, and run 
with the gypsies. 

What has been consistent, though, in my 
attraction to nearly all acoustic guitars to 
which 1 have been loyal, is a voice that bal- 
ances the sustain and overtone series of a 
flattop—the autumnal and grainy weather they 
can conjure in articulation against the nasal, 
forward projection that | have always 
described as sounding "like the great archtop 
Tve never been able to afford.” 

For decades, 1 looked only to vintage 
guitars to deliver on the desires confessed 
above, and 1 had next to no interest in any 
conversations around guitars rolling freshly 
ош of the shops of even the most lauded bou- 
tique luthiers, ший finally—sufficiently rou- 
bled by tuning and intonation issues while 
touring with my old favorites (and, of course, 
fearful of surrendering them to teenage 
bellhops and distracted airline baggage 
handlers). opened my mind to the possibili- 
Чез of new builds and began seriously inves- 
igating the recent golden age of excellent 
craftsmen and women, and the products of 
their divine alchemy, most especialy those 
referencing as their templates old Gibson and 
Martin designs 

"The winding road (who, me wind?) led me 
most decidedly to the threshold of Collings 
Guitars of Austin, Texas, and its offspring, 
Waterloo, and thus to the newly unveiled 
WL-AT. about which Га been wildly intrigued 
since rumblings of its development first 
reached me. 


ο 2012 


FILLING THE VOID 
The chief reason 1 raised my hand to the 
specter of reviewing this particular model is 
that almost without exception, every fully 
acoustic archtop that Iam aware of to be built 
in recent years has catered to so-called jazz 
practitioners, in that they are expensive, made 
from maple, and designed with elegant projec 
ion and pinpoint articulation in mind. There 
was next to nothing being manufactured у 
machine ог by hand that spoke on behalf of 
the follcrooted musician who keeps a poster 
of the Almanac Singers in their den, and who 
might be hungry for something versed in 
historical vocabulary but nonetheless aims to 
speak in the present tense. 

Correction: That Almanacs poster may 
have been plastered over with a Tiger Beat, 
soft-focus portrait of Dave Rawlings, but that 
makes my point for me—there are likely many 
players who have been underserved in their 
quest for a sound less typical of smooth 
modem Панор construction and who likewise 
respond to the cutting edge and added string 
tension that is a hallmark of an instrument 
with a carved, arched top and a floating 
bridge/trapeze tailpiece configuration. Is a 
sound that leads clearly and with distinction 
through the grassy field of а strummed full- 


In the parlance of wine 
specialists, its notes are 
dusky-sweet as early 
blackberries and quick to 
finish, but they are complete 
and three-dimensional. 


sized flarop—the way that Rawlings’ small 
Epiphone Olympic (and recently, his much 
larger D'Angelico Excel) crawls vividly across 
the arid Andrew Wyeth landscape painting. 
that is Gillian Welch's well-loved Gibson 1-50. 

Enter the new WL-AT by Waterloo. There is 
nothing like it currently in production. Styled 
after Gibson's 1-30 of the middle and late 
1930s, its small body speaks to folksy inti 
macy, as do its mahogany back and sides (the 
former decidedly fr) and йв spruce top. 

This is not to say that the instrument does 
not have an eye out for jazzier applications. 
One need only visit YouTube to find a 


clip—from the Winter 2019 NAMM show 
reveal of the guitar featuring young phenom 
Julian Lage geting his Eddie Lang on with a 
prototype of the WL-AT. In his hands, the 
instrument sounds like those singing off the 
old records that we all love—albeit, as Lage 
nores in the film's conversational segment, 
with al the kinks” of antiquity worked ош. 


ROOTED AND BUTTERY TONE 
The instrument mentioned above fell straight 
ош of Lage’s mits and onto my doorstep for 
review and does indeed play wonderfully 
in-tune all the way up the fretboard as 
reported, something hard if not impossible to 
come across in а comparable vintage instru- 
ment. | find, too, that its tonal spectrum 
across the strings is beautifully balanced 
focused yet not without some overtones that 
throw shade upon the notes in dissipation 
and this seems assignable to both the guitar's 
flat back and an incredibly thin matte nitro- 
cellulose lacquer finish, above which the grain 
ofthe mahogany nearly stands proud. 

‘When wide open and unfreted, the lower 
three wound strings ring out with the dry, 
boxy chime of an old upright piano at the 
middle keys. thnk one can best hear this gui 
tars dominant strengths when playing humble 
arrangements of old folk tunes and American 
songbook standards~dispensing with barre 
chords in favor of simple and spacious melo- 
dies pitched high, while the low strings name 
the chords and hang them out in the open like 
clothes on а line. атас the ear ike hushed 
conversation at the next table, imparting 
something sweetly confidential. In the par- 
lance of wine specialists, Из notes are dusky 
sweet as early blackberries and quick to finish, 
bur they are complete and three-dimensional 

The neck of the WL-AT is carved into а saft 
“νο much like a favorite 1-00 of mine 
from 1935—and as such, И feels like home. 
But though it is a deliberately old-school 
design choice (one that I applaud, and faithful 
to its template), 1 do feel it my responsibility 
to note that, comfortable and inviting as 1 find 
it, itis nonetheless different than the C-shaped 
necks of many contemporary guitars. But the 
‘extra heft can be no small part of the guitars 
rooted and buttery tone. 

А note hore in discussing tone, something 
that already is so personal, and varies from 
player to player regardless of the instrument: 
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SPECS 


BODY 14 3/4" wide body; 
soli cared spruce top wih 
paralel braces and tholes; 
Sold mahogany back (а) 
and sides; tortoise pickguard: 
Som loss пїгосеймове 
lacquer finish (nage әуе 
sunburst or Jet Black wih 

white pickguard} 


NECK 2418" ac 
mahogany neck with V profile. 
and morte and απο joint: 
adjustable us rod; rosewood 
fingerboard with бтп асу 
ots; medium 18% riche ster 
frets 1-314" nut; Golden Age 
Restoration tuners; seme gloss 
nirocelhdose lacquer fish 


OTHER Ebony nut; floating 
ebony bridge with 25/16" 
Spacing custom nickel 
tailpiece; D'Addario NB1258 
Nickel Bronze stings 
(012-053) hardshell case 


MADEINUSA 
PRICE $4,500 street 


watolcoguitara com. 
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W feels significant to acknowledge that I play 
almost exclusively in open tunings, which 
quite naturally and almost invariably amplify 
the overtones that so seduce me, and as well 
relax the action in ways that сап make most 
any guitar а lile more supple to the hand. 1 
spent most of my playing hours with rhis 
guitar in open D and G- though 1 did, for the 
sake of research, crank it up to standard, and 
when did, yes, things got a litle tighter, sont 

cally speaking, though by no means unfriendly, 

emphasizing clarity at the expense of some of 
the smoke in the oom that 1 live to breathe. 


A LOVING TRIBUTE 
In my role as your dutiful correspondent, 1 
Took the opportunity to speak by phone with 
three of the luthies/ department directors on 
duty at Waterloo Bruce Van Wart, Clint 
Watson, and Aaron Huff—and 1 learned that 
one primary impulse driving the new model 
was to see to fruition something that had long 
been in the mind of the company's founder, 
the late ВШ Collings. 

It seems that Collings kept a 1940 con- 
vertible Ford coupe parked in his office in the 
back of the shop (who wouldn't if they 
соша?), and in the back seat of this ride 
rested an old Gibson-built Recording King 
frchtop—in pieces, mind you, that Collings 
periodically rolled through his hands like 
some do rosary beads. 

Following Collings’ devastating and 
untimely passing just two years ago, those left 
holding the company's wheel felt compelled to 
earn what they could from this fractured relic 
and, in honor of their leader, create a version 
of it that could take its place among the rest 
and the best of the Waterloo line. And it was 
clear to me talking to the builders that Water- 
Joo is sincerely striving to build new guitars 
that will not only honor Collings but capture 
the haunted character of this new archtop's 
taut-strung ancestry 

Some will inevitably ask just who the 
target consumer might be—and how great 
their number for such an instrument as the 
ЖАТ. given that one could acquire а clean 
vintage archtop acoustic for quite a bir less 
than its $4,500 price tag. 

But 1 don't believe Waterloo is aiming το 
compete withthe vintage market as much as 
advance its legacy The WL-AT seems designed 
to offer an underutilized color dimension to 
modern guitar players—a variation on a theme 
many have longed for, and that others may 
never ave known might authentically speak 
for them, 

Itis a worthy ambition not born of nostalgia. 
And 1, for one, am grateful ac 
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National M-14T Thunderbox 


A light-and loud-modern resonator with vintage-inspired detailing 


BY PETE MADSEN 


n the late 1920s, John Dopyera and George 

Beauchamp formed the National String 
Instrument Corporation to produce some of the 
earliest metal-bodied tricones—resonator 
aguitars— which would be played by bluesmen 
ke Tampa Red, Son House, and Booker "Buka 
White. The company, which ceased production in 
1942, was revived by Don Young and McGregor 
Gaines in 1989, and the modern iteration 
continues to offer authentic versions of the orig- 
inal 1920s and "30s designs, as well as modern 
adaptations that cater to everyone from blues 
players and folk acolytes to jazzers and beyond. 

Although known for its steel and brass 
instruments, National also offers many wood. 
bodied guitars, both tricone and single-cone 
biscuit bridge style. The M-14T Thunderbox is 
the most recent addition to National's M series 
of single-cone mahogany resonators. Like the 
regular M-14, the Thunderbox has а 14th-frer 
neck junction, but the newer resonator has a 
deep body four inches, compared to three. 
inches on its predecessor designed to give i 
а more powerful sound. Putting the Thunder- 
box through its paces, found the guitar more 
‘than lives up to its name. 


A FORMIDABLE GUITAR 
When 1 took the M-LAT out of the included 
hardshell case, with its prominent National 
Reso-phonic Guitars, Ine. stencil (you won't be 
forgetting which guitar is in this case, 1 was 
struck by how light it is compared to steel or 
brass versions—a pound or so less. Like many 
National, the Thunderbox has unmistakably 
Vintage looking details: holes on the upper 
bout, three-on-a-plare tuners, and a slotted 
headstock. The shiny single-cone resonator 
stands ош against the coffee-tinged hue of the 
body and the ebony fretboard. I imagine that 
in a dark room, the only visible pars of this 
guitar would be the mother-of-pearl fret 
markers and the resonator cover plate: a 
subdued bur formidable presence 

Once you start playing the M-14T, 
however, you leave behind any pretense of 
subtlety: The Thunderbox is loud! Even with a 
soft touch, every note is pronounced, clear, 
and soaked in that National bell-ike quality. 
But more than being loud, i's punchy. The 
mahogany and slightly deeper body contrib- 
ute to a more robust bass response, but the 
guitar is very well balanced, As I fingerpieked 
ту way through Blind Blake's "Didie Wa 


Didi,” 1 thoroughly enjoyed the distinction 
between the bass and treble registers. The 
bass is strong, but not like you would encoun- 
ter with a non-resonator guitar. Is never 
boorny— ust rch and present—and the treble 
sparkles like razor-sharp needles without 
becoming piercing. 

When strummed, the Thunderbox sounds 
bold—it would eut through easily in an 
ensemble. In fact, my one concern would be 
keeping the guitar under control in a band 
setting; the sheer force of volume could over- 
Wwhelm other instruments. If you tend to pick 
closer to the bridge, you might find yourself 
moving toward the neck, just to back off from 
the guitars wallop of sound, 


THE FEEL 
Tve found that the typical metal National 
comes across with a lot of gravity; it's as if the 
instruments mass engenders a certain serious- 
ness to the proceedings. You sit more upright 
and become very conscious of your posture 
when playing a National. But the light weight 
of the Thunderbox made it easy to leisurely 
plonk down on the couch and get inspired. 

The guitar's neck is subtly V-shaped and 
feels slightly chunky without being overly so. 
The action was low enough that 1 could 
maneuver my way up and down the neck 
quickly with single-string rune and finger- 
picked blues tropes. А 1.825-ineh nut trans- 
lates into ample room between the strings for 
medium- ro bigger-sized hands and nicely 
wide string spacing near the bridge. If you're 
used to a narrower nut (1-11/16 or 1-3/4 
inches, for example), the Thunderboxs width 
might take some getting used to. 

There are usually tradeoffs berween a 
L-ret guitar and its 12-fret counterparts. The 
former obviously gives you more frets о work 
with, while the latter tends to offer greater 
bass response and an overall sweetness of 
tone. 1 didn't have a 12-fret version for com- 
parison—thece isn't one of this particular 
model—but again, the Thunderbox's depth 
seems tn offset any lost bass response, so you 
get the best of both worlds: plenty of bottom. 
end and access to the higher frets. 


THE BUILD AND SETUP 
Ав with all the modern Nationals Ive played, 
he Thunderbox is solidly built, with exquisite 
attention to detail. 1 could find no flaws in the 


workmanship, and cone ratto common in 
cheaper instruments was nonexistent 

The action on а new National, which 
usually seems to Бе geared toward bottleneck 
slide, felt slightly lower on the Thunderbox. 
At fis, 1 thought it might not be optimal for 
slide playing, but that was not at all the case. 
Whether played in standard or a slackened 
tuning like open G, the guitar sounded crisp 
and clear, with no audible buzzing or fret- 
board clanging. 


THE BOTTOM LINE. 
One of the comments read online about the 
“Thunderbox was, "Do we really need a louder 
National?" Thats a good point. The originals 
were designed to compete with loud band 
instruments like horns and banjos, but moder 
amplification has removed the need for great 
volume from acoustic guitars. On the other 
hand, that loudness might in fact be a huge 
plus: If you play with a light touch but want 
that definitive National bark and projection, 
here's а guitar that should make the job very 
easy and pleasurable. ac 


SPECS 


BODY Laminated mahogany top and 
back; sold mahogany sides; 9.5" aingle- 
cone biscuit bridge resonator; hol 
satin Revolver or Denm Bue irish 


NECK Sold mahogany; 25" scale; 
slotted headstock; tree on a pat 
tuners; ebony fretboard; ebony nut; pearl 
dot fret inlays; 1.825" nut width; 228° 
‘string spacing at saddle; eat пан 


EXTRAS John Pearse set 600L 
Phosphor Bronze sings (012-053); 
hardshell case; available left-handed 
MADEIN USA 


PRICE $2,060 шегі 
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G7th Performance 3 


BY GREG OLWELL 


hen you get down to it, a guitar is prety 
much a wooden box with strings and, to 
extend the analogy a copo а clamp. While there 
are, of course, differences between materials 
‘onstruction, and subtleties that can make one 
#uitar—or capo—seem better than another, 
there's usually not much deviation from the basic 
form. But а clever new accessory from ОЛА, the 
Performance 3 capo, has а feature that sets it 
арап from anything else ош there: namely the 
companys "adaptive radius technology” (ART). 
you have a bunch of guitars—and if you're 
like me, you probably do—one of the more. 
annoying obstacles is thar the typical capo has a 
fixed radius, making it work better оп some 
instruments than others. That's where the Per. 
formance 2s ART comes in. Inside the capo's 
upper pad (the one that pushes the strings 
down), an internal cam responds to the string 


pressure and radius, conforming the pad's 
shape to your fretboard’ radius, What this 
lever bit of engineering means to the player is 
that the Performance 3 can adapt to different 
guitars, while helping them all sound in-tune 
and buzz-free. 

tried the Performance 3 on a diverse алау 
of instruments—a Waterloo WL-S, Gibson. 
1200, Collings dreadnought, Fender Strato 
салы, and even a few шаце: апа found that 
it worked equally well on stel or nylon strings 
and on wide or narrow fingerboards, 1 also 
earned that the ART upper pad is so responsive 
and, well adaptive that is almost hand to amp. 
it down τοῦ tightly and push the strings out of 
tune, In most instances, 1 could only place the 
Performance 3 as high as the seventh frer, neck 
‘width and depth being шо substan 
modate the capo in the upper positions. But 


thats certainly not а deal breaker how high do 
you need to go, anyway? 

At $57.99 street, the Performance 3 might 
be one ofthe more expensive clamp-on capos 
on the market, but its a notable improvement 
оп G7ih’s already impressive Performance 2 
(reviewed in AG's January 2017 issue), and a 
valuable and versatile ool for players wh 
want an easy-to-use capo that will work excel 
lentiy on all af their guitars. g7th.com 
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Ernie Ball Guitar Straps 


BY KATE KOENIG 


hat you need from your guitar strap is 
fairly simple: for it to fit securely on 
your instrument's strap buttons, feel comfort- 
able against the back of your neck, and adjust 
to the right length for your “wingspan.” ОҒ 
course, adding a sense of style is a desirable 
perk—and likely the guiding inspiration 
behind Ernie Ball's new series of straps. 

The line features several new two-inch wide 
jacquard patterns made from polypropylene 
‘webbing, including an ornate, red-and-amber 
Persian Gold; Orleans patterns in silver and 
gold; three versions of paisley in crimson, 
purple, and gold/black: and three Tribal ver 
Sions with patterns in blue/gold, silver/black, 
and yellow /navy/white. There's also а classic 
black-and-white checkered pattern for the ska- 
inclined, as well as a novelty Pick Holder strap, 
with three pek-sized pockets stitched into the 
leather at one end. In addition to the jacquard 


straps are 2-1/2-ineh-wide polyspun straps in 
Raven Black and Yellow Jacket, whose thick, 
woven threads add bold character to the basi 
accessory АП straps have an adjustable length. 
of 41-72 inches and embroidered leather ends 
that ft securely to standard strap buttons. 

їп a product thar serves a simple purpose, its 
the ile things that make the difference, and 
Ernie Balls new PolyLock strap—adjustable from 
38 to 67 inches and featuring the manufacturers 
patent pending PolyLack atochment- malas for 
an innovative and handy option for the guitar 
family mulci-instrumentalist The strap easily 
secures ш different-sized strap burons, from elec- 
tric guitars to basses. And to make its products 
even more versatile to freed instrument players, 
Ene Ball has added a one-nch- ide potypropyl 
ene ukulele strap, which attaches to the instr 
ment by a plastic hook at the end of a fabrie loop 
that extends from the larger neck loop. 


Especially when it comes to synthetic materi 
als, comfort can be a concern. The jacquard 
straps are all made with polypropylene webbing 
that's surprisingly soft to the touch. In addition 
to their bold, unusual look, the polyspun straps 
have a faun-cotton feel, and I enjoyed playing 
ош with them in particular. Their unique, woven 
texture has a nice tactile feel and really makes a 
statement, while their greater width makes your 
hold on the guitar feel that much more secure. 

For those looking for a distinct pattem, each af 
the jacquard options is intricate yer tsteful—the 
Persian Gold captures an ancient, regal air, while 
the bolder geometric style of the Tribal pattern 
gives off a simple, hip vibe. Overall, the color 
schemes are conventionally cool. Ranging in price 
from $9.99 to $32.99, these straps should suit 
most guitarists needs both functionally and sys 
tically offering another way to express yourself on 
your instrament. emieballcom 
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School of Luthiery 


BY GREG CAHILL 


НЕ tno rte erae 
it was his fis biographer that ensnared the 
soul of bluesman Robert Johnson. When musi- 
cologist Sam Charters published his landmark 
1959 book The County Blues, the first scholarly 
treatise on the genre, he noted of Johnson: 
"Almost nothing Б known about his Ше” But that 
Aidt stop Charters from propagating myths that 
have influenced the world's view of Johnson, 
who had faded from the consciousness of all bur. 
the most avid collectoes of old 78s. 

Since then, Johnsan has become a major 
influence on blues and rock artists. The 1961 
release of the King of the Delta Blues fueled the 
'60s blues revival and captivated such British 
blues-rock gods as Eric Clapton, Keith Richards, 
Jimmy Page, Robert Plant, and Peter Green. His 
Tecordings—dutifully remastered—are readily 
‘available to anyone with a smartphone. And 
Johnson has been the subject of several films, 
including the recent Netflix documentary Devil 
‘at the Crossroad, which again sells the myth that 
Johnson sold his soul in exchange for guitar 
chops and a handful of juke box hits. 

Up Jumped the Devil is the latest book to 
search for the man behind the myth. It may be 
the best. Coauthors Bruce Conforth and Gayle 
Dean Wardlaw arrive with strong credentials: 
Canforth—a former professor of folklore, 
Popular culture, blues, and American history—is 
а cofounder of the Rock and Roll Hall of Fame; 
Wardlaw is a blues historian and owner of the 
worlds largest collection of prewar blues 
records. Fifty years ago, she uncovered Jahn- 
son's original birth certificate, a discovery that 
set off a wave of research into Johnson's origins. 

Born in Hazelhurst, Mississippi, Johnson 
was the illegitimate son of Noah Johnson and 
Julia Dodds. He was abandoned by his mother. 
and raised by her ex-husband, Charles Spencer 
Dodds later remarried a Delta sharecropper and 
reunited with her son, who was expected to 
work the fields. Unable to attend school and 


UP JUMPED 
the DEVIL 


bored with fieldwork, Johnson took to the. 
guitar and harmonica. At 18, he married and 
settled down to become a sharecropper: After 
his wife and baby died at childbirth, Johnson. 
turned his back on farming and resumed his 
interest in guitar. He found a mentor in Ike 
Zimmerman, who offered lessons in an old 
graveyard, a setting that is the basis for the 
Story of Johnson's dalliance with the devil. But 
in the book, Zimmerman's daughter says her 
father chose the quiet cemetery because he 
didn't want his lessons to be disturbed. 

Up Jumped the Devil also offers а detailed 
account of Johnson's previously unknown. 
touring. According to the authors, Johnson and 
the late bluesman Johnny Shines performed 


together in Memphis, St. Louis, Chicago, 
Detroit, Canada, Buffalo, New Jersey, and New 
York City. In the Big Apple, Johnson reportedly 
met jazz guitar legend Charlie Christian, who 
even showed Johnson his electric guitar 
(ohnson didn't care for the sound) 

Confont and Wardlow have transformed a 
mountain of research, including many previ- 
‘ously unpublished first-person interviews, into 
engaging prose. In the process, they have peeled 
back the myths 10 reveal a tragic figure who 
mastered his art but lived a hard life and died 
an agonizing death at 27. Johnson was a ай 
guitarist and a hard-drinking womanizer, and 
Juki’ was his life. But it was his inner demons 
with which he grappled, not Satan. ac 


GIBSON * ACOUSTIC GUITAR MAGAZINE GIVEAWAY 


Introducing the Gibson Generation G-45, Hand-bult in our 
ІМ А Bozeman, Montana, factory using time-tested Gibson bull 
techniques ke bide-glued dovetail neck Joints and domed 

top braces along with modern specs ike simmer body 
depths and Advanced Response neck profes, Bath models 
feature a solid Sitka spruce top and solid walnut back and 


sides deliver crisp sounds with plenty of wonderful overtones 
Г) While а Fishman Sonitone pickup captures every nuance for 
easy plug-and-play at home, in the studio or on stage. 


GRAND PRIZE 6-45 STANDARD. SECOND PRIZE 6-45 STUDIO ENTER TODAY АТ 
The G-45 Standard builds on the The 6-45 studio is designed — ACOUSTICGUITAR.COM/WIN 


revolutionary new G-45 s 
Platform to provide the perfect mix 

Br tone, performance, and traditional traditional Gison syle tor | GIVEAWAY ENDS 
Sibson style for all players and al players and every stage. QC TOBE! 

very маде. The G 49 standard also I represents a new point ot R351 2019 
шен a glont top finih cece” antay Into Gibson acoustics 

Richie fingerboard, Soft Diamond anda new precedent for 
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Reefer Hound {| 


Cattish Keith 
Reefer Hound: Viper Songs Revisited 
(Fish Tal Records) 


Les yeux noirs 


Jove la musique de Django Reinhardt 


Simba Baumgartner 
Les yeux noirs 
(Water is Lite Records) 


Doug Paisley 
Starter Home 
(No Quarter Records) 


‘Smokin’ guitar on old weed tunes 


іі, Keith Kozacik recorded his first song about 
smoking dope, and three decades later, he's sill 
going strong. Reefer Hound collects 16 cuts rom. 
his back catalog, ranging from Cab Calloway 
CWalk Across the Ocean") to Kansas Joe McCoy 
(Weed Smokers Dream”), Trixie Smith (Jack, 
Tn Mellow"), Jack Teagarden ("Texas Tea 
Party"), and Catfish Keith himself. That's а 
helluva ot of ground to cover on acoustic guitar, 
and Keith does it all in high style. 

Нез a master of technique, playing with 
bucketloads of bends, slaps, slides, stomps, 
pops, chimes, growls, and moans to give these 
songs a special kind of been-there-smoked that 
slyness. That sense of drama really brings the 
guitars to Ше, especially his 1930 National 
Таоа and his 12-string Ralph S. Bown Stella, 
lending a surprising subtlety to these 1930s and 
“40s novelty numbers. 

Best of all, no two songs here sound alike, 
and no matter how spare the tunes, Keith 
leaves plenty of room for blues, with darker 
harmonies, lingering minors, and lonely, rum- 
bling basses that conjure up memories of one 
too many early mornings. There's the slow 
‘bending “Why Don't You Do Right,” the only 
опе of these songs with mainstream cred, fol- 
lowed by the uptempo setting of "Nagasaki, 
covered 80 years ago by Django Reinhardt and 
Stéphane Grappelli. And there are Keith's wn 
songs, like "Blorted Out My Mind," “Pur on а 
Buz,” and the Blind Blake-inspired "Getting 
‘Away with Something,” which party perfectly 
with these period pieces, sometimes jazzy 
sometimes syncopated, and always smoking 

Kenny Berkowitz 


Reverent and innovative Gypsy jazz project 


On his debut album, Les yeux noirs, Django 
Reinhard’ great-grandson Simba Baumgartner 
stretches the boundaries of Gypsy jazz, injecting 
experimentation and youthful energy into the 
genre. The 21-year-old guitarist finds the perfect 
accompanist in Stephane Wrembel's ace band 
from last year's Django Experiment Ш— 
guitarists Wrembel and Thor Jensen, bassist Ari 
Folman-Cohen, drummer Nick Anderson, and 
Nick Driscoll on clarinet and saxophone. The 
collection feels like a continuation of Experi 
men's collision of reverence and innovation, but 
Baumgartner is no sideman here. He steers the 
direction with a muscular, almost grimy tone. 

А cover of Reinhardes “Blues Clair" accentu- 
ates rhythm over melody: Jensen's syncopated 
strums thread through Baumgarner’s slashing 
accents, while Weembel chimes in with a flurry of 
dissonant notes ping pengin Ше Morse code. On 
AI of Me," Wrembel and Jensen's fire alarm 
tremolo sets up a call and response with 
Baumgartner’ thick and clangourous picking. 

Reishard's "Nuages" ges two renditions 
here. On the first, Wrembel's rattling ras- 
gueado-style strum entwines with Jensen's 
statelier harmonic run, while Baumgartner. 
caries the melody down a twisting slalom. On. 
the second, the melody line rides Driscoll's 
saucy klezmer-style clarinet, bolstered by 
Baumgartner’ legato runs. 

A swaggering cover of Django' “Place de 
Broukère” is Baumgartners most radical take 
оа his great-grandfather's music. Here his 
slurred bent notes mimic the valves sticking on. 
а blaring trumpet. This is Gypsy jazz with a 
rock'n'roll edge. Par Moran 


Worid-weary but wise and warm country 


Over the past decade, singer, songwriter, and 
guitarist Doug Paisley has toured as an opening 
act for Bonnie Prince Billy and has teamed up 
with visual artist Shary Boyle under the 
moniker Dark Hand and Lamplight (he sings 
and plays guitar while she projects her art on a 
screen behind him). He probably doesn't Πε 
comfortably in the Nashville based alt-country 
niche dominated by Jason Isbell, but Paisley 
has garnered well-deserved rave reviews from 
Ρον, Мор, The New Yorker, and Spin. This 
îs his fourth album in a decade, and his first 
since 2014s critically acclaimed Strong Fd 
ings, which featured a guest appearance by 
Garth Hudson of the Band. 

Paisley lends a tender touch to the title 
track, a slow ballad that opens the album 
with a tale of a struggling couple past their 
prime. It delivers a plaintive vocal, chiming 
guitar, and crying pedal steel that ses the 
tone for this strong effort. This Toronto roots 
musician enlists no fewer than 15 friends on 
sentimental songs about heartbreak and life's 
uncertainties, often sung with a world-weary 
wisdom that resists the temptation to qui. He 
channels his inner Mark Knopfler on "Drink 
ing with a Friend,” which highlights his 
hybrid-picking chops. "Dreamin" is the most 
electric number on the album and ane of the 
few in which the combo of backup musicians 
steps out. On "Mister Wrong,” the slight rasp 
оГ Paisley's voice, his conversational vocal 
style, and intimate, personal delivery are 
reminiscent of a young Guy Clark. Few artists 
can create and sustain such a warm, welcom- 
ing feeling. E 
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Steve Baughman 


TAKE YOUR GUITAR ON A SPIRITUAL JOURNEY 
WITH ‘GOSPEL SONGS FOR FINGERSTYLE GUITAR’ 


Learn how to play [7 hymns and gospel songs, in a 

variety of tunings, arranged for solo guitar. Steve GOSPEL SONGS 
Baughman's refreshing approach to these timeless 

songs will provide an enjoyable challenge to 


intermediate-to-advanced guitarists seeking to expand 
their fingerstyle repertoire. Includes instructional video. 


store.AcousticGuitar.com 
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Francois Vola 
Back to Bluegrass 
(Sel produced] 


FOUR © y NARS 


Will Ackerman, Vin Downes, 
Trevor Gordon Hall, Todd Mosby 
Four Guitars 


болош com) 


Musicians throughout Europe have 
embraced bluegrass, and François Vola is no 
exception. During the past couple of years, 
this celebrated French jazz guitarist has 
returned to his love for the genre- Back to 
Bluegrass is a testament to that love affair. 
Vola has deep personal roots in bluegrass 
country—he spent 12 years in North Caro- 
lina, where he met his wife and raised his 
children. Vola produced and engineered this 
album at his studio in southern France, and 
if it seems that the French Riviera is too far 
from the hollers of the Smoky Mountains to 
be authentic, think again. On these 11 orig- 
inal tracks, the guitarist gathers some of 
Frances best bluegrass pickers and also gets 
help from a trio of American allies: fiddler 
Darol Anger, mandolinist Emory Lester, and 
banjoist Marr Flinner. 

The album kicks off with the spry murder 
ballad ‘Angie the Maiden." about an innocent 
girl who has a fatal accident after an encoun- 
ter with a rakish cowboy. But Vola clearly 
also has a sentimental streak. His album. 
includes tender tributes to his mother, his 
dog (actually two songs about two diferent 
dogs), and his second home in North Caro- 
lina. Vola's guitar work is confident and 
seldom flashy, although he gives his dread. 
nought quite a workout on the instrumental 

"Hickory Shuffle” (you сап wateh him 
working his way through its eross-picking 
licks on YouTube). He allows the other 
players to share plenty of spotlight as well 
The buoyant closer, "Barjols Hop.” is an 
homage to his home in France and to the 
universal language that is bluegrass. —GC 


Windham Hil echoes are stil strong 


Back in 1976, Will Ackerman sel produced his 
first record, hoping he might find a few 
hundred people to listen to his solo acoustic 
guitar music. Instead, he (eventually) found 
millions, starting a worldwide movement thats 
still going strong. The echoes of those fist few 
notes, and the many Windham Hill albums that 
followed, are all over Four Guitare, catching 
Ackerman, Vin Downes, Trevor Gordon Hall, 
and Todd Mosby playing together and alone at 
‘Ackerman's Imaginary Road studio in 2018. 
The album's three Ackerman composi 
tions—"The Impending Death of the Virgin 
Spirit” (first recorded in 1977), “Hawk Circle” 
(1981), and “Unconditional” (1998)—ser the 
tone for the collaboration, His solo “Impending 
Death” is the deepest, most intimate version 
he's ever recorded, and it fis beautifully alang- 
side Downes’ sola "Dark Blue Wind,” Mosby's 
solo Joanna,” and Hal's solo "The Meeting a 
the Window” which recall the romantic, natu 
τα ες sensibilities of early Windham Hil. 
There are duos and trios, ай engineered with 
warm clarity by Tom Eaton, but the true test 
comes in the two quarters. As the leads on Ack- 
erman's "Hawk Circe" and Mosby's "August 
Light shift from player to player, we hear the 
contrast of approaches, tones, ideas, and styles, 
the harmonies growing richer, more complex. 
with each iteration. We hear the colors of Halls 
Kalimbatar—a six-string guitar with а two- 
octave kalimba in the lower bout alongside 
Mosby's 20-string Imratguitar, Downes’ Stone 
bridge, and Ackerman’s Froggy Bottom. Mostly, 
We hear each of these guitarists finding his place 
inside the music, creating this small, shimmering 
masterpiece of acoustic guitar —кв 
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hile guitar magazine writers are quick to 

punte Paul Simon's memorable “Graceland” 
rie, “shining like a National guitar" when refer 
encing these nickel plated icons of the industrial Art 
Deco era, they won't be talking about anything 
resembling the duo seen here. What these very early 
National Style 1 tricones lack in mirrorlike finishes, 
they make up for in unrestored mojo and historical 
significance, being among the earliest instruments in 
Nationals production. Both guitars belonged to the 
late Jim Dunlop Sr. founder of Dunlop Manufac 
‘turing the instrument accessories company 

"The Dopyera brothers’ National Stringed Instru- 
ment Co. began production of the squareneck guitars 
used in Hawaiian-style playing in June or July 1927 
with serial number 100. The Style 1 squareneck 
(main image, left) is number 183. Ir shows many af 
the distinctive features of the first hundred or o tri- 
‘ones, including waffle patterned soundholes on the 
‘upper bouts made from hand-soldered strips of 
nickel silver, rather than the later one-piece stamped 
grils; a flat back instead of he ter stamped arched 
back; and a wooden soundwell (the part that holds 
the guitar's three spun aluminum cone). 

According to Dunlop's Scott Shiraki, the round: 
neck guitar has no serial number stamped in the. 
normal location on the top of the headstock and is 
rumored to be a prototype. Nationals production of 
"Spanish" guitars began later, in December 1927 or 
January 1928, and these round-neck guitars are 
‘considerably rarer than the squatenecks, The pur- 
ported prototype's grill shows the ater stamped 
style that is seen on most of the production guitars. 

Far from showing signs of neglect, these two 
Nationals display age and use in a way that 
museum curators treasure. These guitars were 
meant to be used, and their accumulated wear and 
patina reveal a lot about the lives they have led 
and the people who have played them. 
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